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 a if initial, ā if medial or final   ا 
 b   ب
 p   پ
 t   ت
 th if Arabic, s if Persian or Baloch   ث
 j   ج
 ch   چ
 h Persian or Baloch, ḥ if Arabic   ح
 kh   خ
 d   د
 dh if Arabic, z if Persian or Baloch   ذ
 r   ر
 z   ز
 zh   ژ
 s   س
 sh   ش
 s if Persian or Baloch, ṣ if Arabic   ص
 d if Arabic, z if Persian or Baloch   ض
 t if Persian or Baloch, ṭ if Arabic   ط
 dh if Arabic, z if Persian or Baloch   ظ
 '   ع
 gh   غ
 f   ف
 q   ق
 k   ک
 g   گ
 l   ل
 m   م
 n   ن
 w in Arabic or Baloch if a consonant, v in Persian if a consonant, ū   و
    if a vowel 
 h   ه
 y if a consonant, ī if a vowel   ی
 ei   ے
	 xxi	
  in   ں
 d   ڑ
 t   ٹ






































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































	 Come o Murid, come o Murid, Come o Murid the lunatic! 
 Come let’s strike a conversation out of agony and distress 
 Flames of love have scorched you, sorrows have seared me  
 You long for your beloved, I yearn for my motherland (translation Fazal Baloch) 
	
In	playing	dammāl	pieces,	he	correlated	them	to	different	points	in	the	sequence	of	a	
major	event	at	a	shrine,	identifying	one	as	the	final	piece	that	would	be	performed.	
One	distinctive	aspect	of	his	demonstrations	of	dammāl	pieces	was	the	fact	that	he	
and	the	drummer	would	sing	together	or	take	turns	without	a	rigid	pattern,	as	
though	participating	in	a	more	communal	endeavor	than	a	musical	performance.	A	
representative	sample	of	one	of	the	texts	they	sang:	
	 Murīdā	pīr	ū	pīrānī...		
pakīra	Lal-e	Shahbāz	ey.		
Sindā	auliya	bāz	ey		
balē	durustāney	walī	Shabāz	ey.	
	
I	am	a	disciple	of	all	the	saints...	
...a	dervish	following	Lal	Shahbāz	
Sindh	is	the	home	of	many	saints	
but	Shahbāz	is	the	saint	of	them	all	
	
Another	present	asked	if	there	were	Zigri	pieces	in	a	similar	vein.	Both	musicians	
answered	that	in	Zigri	practice	Lal	Shahbaz	Qalandar	and	other	pīrs	are	
acknowledged	in	nāzīns,	a	term	for	a	praise	song	related	to	the	term	nāzenk	that	is	a	
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type	of	song	sung	in	Makran.	Prayers	(zikrs	or—the	term	used	by	Rasoolbaksh	and	
his	accompanist—sipatt,	while	a	non-Zigri	Baloch	present	was	disposed	to	use	the	
term	na't)	that	are	part	of	Zigri	practice	are	performed	as	part	of	a	chowgān	(prayer	
gathering)	without	instruments	in	a	separate	context.	The	musicians	specified	that	
where	instruments	are	used	in	devotional	context,	this	would	be	dammāl.	For	Zigris,	
they	explained,	if	the	context	is	worship	(ebādat)	only	the	voice	(zubān—lit.	
"tongue")	is	used,	and	in	a	responsorial	manner,	led	by	a	shāir	(female	officiant	who	
leads	a	chowgān).	Rasoolbaksh	confirmed	that	he	himself	has	been	known	to	attend	
chowgāns	at	Koh-e	Murad	(the	focal	site	for	Zigri	gatherings).		
	 I	pointed	out	to	Rasoolbaksh	that	someone	(Faqir	Shad,	in	point	of	fact)	had	
emphasized	to	me	that	the	basis	for	traditional	Baloch	zahīrōks	and	sōts	could	be	
found	in	the	sipatts	and	nāzīns	performed	at	chowgāns,	and	that,	in	these	latter,	a	
distillation	of	Baloch	musical	characteristics	could	be	discerned.	Rasoolbaksh	
replied	somewhat	dismissively	that	when	prayers,	praise,	or	scriptures	(e.g.	the	
Qur'an)	are	intoned,	notes	are	used,	melodies	are	used,	but	which	melodies	are	used	
essentially	depends	on	the	resources	and	inclinations	of	whoever	is	singing.	He	
demonstrated	singing	the	formula	"Ya	Rasūl	Allah"	in	different	ways	but	following	a	
similar	melodic	pattern	common	to	many	streams	of	Baloch	music,	particularly	
those	conceptualized	within	the	Baloch	zahīrōk.142	
	 When	I	tried,	repeatedly,	to	raise	the	question	about	the	Qaderi	themes	and	
formulas	that	are	central	to	a	number	of	guātī	and	dammālī	pieces,	Rasoolbaksh	
grew	tense,	emphasizing	that	in	Balochistan	there	are	Zigri	and	namāzī	(mainstream	
																																																								
142	To	be	clear,	here	the	name	of	the	zahīrōk	is	Baloch.	
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Sunni)	Muslims	and	in	general,	a	pure	Islam	that	respects	all	that	is	of	spiritual	merit	
(he	provided	a	long	list	of	what	was	respected)	and	doesn't	succumb	to	
sectarianism.	The	hard	line	he	took	in	his	terse,	slightly	agitated	response	to	my	
question	recalls	the	religious	and	social	principles	put	forth	by	the	Baloch	
nationalist	movement	that	took	form	in	1929	under	the	guidance	of	Yusuf	Aziz	
Magassi,	and	which	the	Zigris	by	and	large	had	enthusiastically	embraced,	one	
particular	tenet	being	a	"democratic	and	socialist	system	guided	by	Islamic	
universalism"(Baloch	1996:	234).	Inayatollah	Baloch	(235)	asserts	that	Zigris	"were	
the	most	active	in	Baloch	society	in	promoting	the	cause	of	Baloch	nationalism"	in	
part	because	their	faith	itself	"promotes	a	socio-economic	system	which	stresses	
equality	and	justice."	
	 Most	directly,	I	had	probably	inadvertently	touched	a	nerve	by	evoking	lines	
of	sectarian	division	when	targeted	political	violence	visited	on	Baloch	individuals	
and	communities	is	usually	blamed	on	Jihadist	groups,	with	the	inference	that	they	
are	locally	constituted	by	Baloch,	masking	state	violence	as	Baloch-on-Baloch	
violence.	Hence	Rasoolbaksh	spoke	with	reverence	of	the	collective	Baloch	approach	
to	religion	and	Islam,	rather	than	valorizing	his	own	community.	
	 In	that	moment	and	in	that	setting,	Rasoolbaksh	bore	the	burden	of	providing	
embodied	knowledge,	exactly	as	his	position	as	a	"benjū	master"	would	necessitate	
in	virtually	any	situation,	without	hard	and	fast	lines	between	embodied	knowledge	
of	zahīrōks,	of	Gulkhan	Nasir's	poetry,	of	Zigri	sipatts,	of	Qalandari	dammāls,	of	
panjags,	of	Baloch	communalism,	and	of	processes	of	invention	and	composition.	Of	
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my	learned	interlocutors,	he	was	possibly	the	most	direct	and	least	formulaic	in	
communicating	what	he	knew	and	what	he	thought.	
	 	 (b)	Rahmat	Hasan	Khamis	al-Balushi	
Rahmat	Hasan	Khamis	al-Balushi	is	a	tailor	by	trade	with	his	own	weathered,	
modest	little	storefront	on	the	historic	Mutrah	corniche.	A	senior	member	of	the	
community	of	local	Mashkatī	Baloch	musicians,	he	was	very	much	at	the	forefront	of	
the	initial	wave	of	wedding	musicians	to	emerge	in	the	early	years	of	the	reign	of	
Sultan	Qaboos.	He	grew	up	in	a	household	where	his	grandmother	and	aunt	were	
zar	mamas	and	he	played	drums	(timbuk	and	dohol)	for	zār	and	lēwa	ceremonies,	
even	though	they	were	strictly	forbidden.	He	became	interested	in	Baloch	popular	
music	and	got	a	benjū	from	Karachi	made	by	Abdurrahman	Surizehi's	father,	Joma	
Surizehi.	He	still	has	this	instrument	alongside	two	or	three	other	benjūs.		
	 Rahmat	is	famous	as	the	only	original	Mashkatī	Baloch	truly	versed	in	a	
Makrani	Baloch	folk	instrument.	Like	other	noted	benjū	players	such	as	Bilawal	
Beljam,	his	repertoire	frequently	strays	into	ambiguous	territory	where	it	is	difficult	
to	differentiate	Baloch	and	"Indian"	frames.	I	played	one	of	the	many	recordings	I	
made	of	him	with	my	phone	while	taking	lessons	from	him	for	another	Baloch	
friend,	who	instantly	identified	the	song	as	from	the	1971	Indian	film	Pakeeza,	
whose	female	protagonist,	a	virginal	but	socially	debased	professional	dancer,	
personifies	a	fictitious	resolution	of	gendered	moral	tensions	in	South	Asian	society	
(Morcon	2013:	3-4).	I	went	back	to	Rahmat	who	said	no	this	was	his	own	
composition.	
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Fig.	8.4,	Rahmat	Hassan	Khamis	al-Balushi,	Muscat	2015	
	 Rahmat	Hassan	has	collaborated	with	local	Muscat	and	Bahrain	Baloch	
literary	figures	such	as	Mahamad	Hoth	and	Ismail	Mumtaz.	The	latter	told	me	he	
wrote	numerous	poems	imagining	that	they	would	be	sung,	always	in	the	"key"	(so	
to	speak)	of	berwī	(=bhairavi)—an	Indian	rāg	that	nonetheless	is	listed	by	some	as	a	
zahīrōk	(During	2017:50).	Ismail	Mumtaz	wrote	several	of	these	with	Rahmat	
Hassan	in	mind,	as	he	was	one	of	a	small	handful	of	local	Baloch	musicians	skilled	
enough	to	perform.			
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	 Today,	Rahmat	is	coaxed	into	performing	at	small	gatherings	on	rare	
occasions	while	his	son	is	more	active	on	the	Mashkatī	Baloch	wedding	circuit.	His	
son	plays	benjū,	but	has	yet	to	acheive	his	father's	mastery	of	the	instrument.	
Rahmat	Hassan	is	very	much	a	fixture	of	residual	old	Muscat,	both	as	a	tailor	and	as	
a	musician	and	does	not	really	occupy	the	same	space	of	international	visibility	that	
Makrani	benjū	players	inhabit.	
	 	 (c)	A.	D.	
A.	D.	is	a	completely	amateur	player	of	the	benjū.	He	never	has	and	never	would	
perform	publicly	but	nonetheless	enjoys	playing	a	wide	variety	of	popular	sōt,	
zahīrōk	sketches,	and	guātī-dammālī	airs.	Recruited	from	Makran	to	fight	for	the	
Sultan	during	the	Dhofar	war,	which	seems	to	have	left	him	with	painful	memories,		
	
Fig.	8.5,	A.D.'s	benjū,	Muscat	2015	
he	is	an	Omani	citizen	with	four	grown	sons,	three	of	whom	were	instrumental	in	
encouraging	and	assisting	me	with	my	fieldwork	in	Muscat.	
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	 There	is	a	story	to	his	initial	acquisition	of	the	instrument.	It	was	actually	his	
brother,	a	fellow	veteran	of	the	Omani	armed	forces,	who	decided	in	the	1980s	that	
he	wanted	to	obtain	and	learn	to	play	a	benjū.	At	that	time,	the	leading	maker	of	
benjū	was	Abdurrahman	Surizehi's	brother,	Rasoolbaksh	Surizehi,	who	was	based	in	
Karachi.	A.D.	happened	to	be	going	to	Karachi	so	his	brother	gave	him	money	and	
asked	him	to	go	see	Rasoolbaksh	Surizehi	and	have	him	make	a	benjū	for	him.	The	
order	placed,	some	time	passed	before	the	benjū	was	ready	and	A.D.	picked	it	up	on	
a	subsequent	trip.	However,	his	brother	found	some	fault	in	its	build	and	they	
contacted	the	maker	who	assured	them	he	would	fix	it.	This	took	more	time,	another	
set	of	visits	to	Karachi.	Finally	the	benjū	was	ready	and	found	its	way	back	to	
Muscat.	By	this	time,	A.D.'s	brother	had	lost	all	interest	in	learning	to	play	it	so	A.D.	
kept	it	and	gradually	started	fiddling	with	it,	until	it	became	a	major	pastime	for	the	
retired	soldier.	With	no	training,	he	gradually	got	the	hang	of	coordinating	the	
panjag	patterns	with	familiar	melodies—mostly	sōt	and	dammāl.	Today,	he	plays	
benjū	in	the	evenings	after	dinner,	with	the	Karachi-broadcast	Baloch	language	
channel	Wash	TV	on	mute,	the	light	of	the	television	constantly	shifting	the	color	
and	brightness	reflected	off	the	surfaces	of	the	room	as	he	plays,	sometimes	singing	
along	softly.	His	benjū	is	plastered	with	stickers	celebrating	the	Sultanate	of	Oman.	 	
(d)	Mamadali	Mamadasni	(Mohammad	Delnavāz)	
We	have	also	already	discussed	Mamadasni,	as	he	is	most	popularly	known	among	
Baloch	in	Muscat.	He	regards	himself	as	the	third	most	accomplished	living	benjū	
player.	While	we	needn't	be	terribly	concerned	with	such	rankings,	it	is	worth	
paying	attention	to	this	sense	of	a	vanguard—it	isn't	just	Abdurrahman	Surizehi	and	
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then	everyone	else.	As	previously	mentioned,	Mamadasni	is	notable	as	a	musician	
who	is	active	in	multiple	spheres	of	music	production:	as	a	touring	accompanist	to	
many	of	the	currently	most	popular	and	successful	singers;	as	a	studio	arranger	and	
session	musician	for	recording	sessions	of	such	singers	in	Turbat;	and	as	a	kind	of	
ambassador	of	Baloch	music	working	with	ensembles	in	Tehran	that	modernize	and	
fuse	various	regional	folk	styles	and	genres.	
	
Fig.	8.6,	Mamadasni,	Muscat,	2015	
Mamadasni	is	also	yet	another	representative	of	Sarawan	as	an	important	musical	
hub	in	Balochistan	and	was	a	student	of	Dinarzehi.	He	has	an	ongoing	working	
relation	with	an	instrument	maker	in	Sarawan,	who	has	made	multiple	benjūs	for	
him,	including	instruments	that	might	be	designated	in	the	following	ways:	standard	
acoustic	benjū,	electric	benjū,	acoustic	benjū	meant	for	bowing,	and	highly	
embellished	benjū	prototype	with	many	more	strings	than	is	usual.	Mamadasni	is	
one	of	several	benjū	players	I	encountered	who	employs	showman-like	devices	
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specific	to	playing	through	amplification	such	as	palm	muting	the	strings	as	he	
strums	them	in	repetitive,	staccato	patterns	and	vigorously	strumming	slowly	
descending	and	ascending	runs	in	chromatic	increments	like	an	air	raid	siren.	
	 He	is	active	promoting	the	organological	evolution	of	the	instrument	through	
new	versions	with	different	properties	and	dimensions,	assisting	emerging	singers	
in	creating	polished,	appealing	recorded	artifacts	as	a	professional	arranger	as	well	
as	accompanying	them	at	performances	in	Muscat,	and	working	with	non-Baloch	
musicians	in	Tehran,	such	as	the	Rastak	ensemble,	to	forge	new	fusions	inspired	by	
various	strands	of	Iran's	"regional"	musics	in	an	effort	to	promote	Baloch	folk	music	
to	non-Baloch	audiences.	
	 In	a	correspondence	that	I	initiated	after	I	had	met	with	him	several	times	in	
Muscat,	Mamad	Asni	offered	the	following	reflection	on	his	collaboration	with	other	
communities:	
See,	the	English	violin,	the	Spanish	guitar,	and	many	other	
instruments	are,	in	the	present	age,	used	by	practically	almost	all	the	
world's	cultures.	A	musical	instrument	is	like	a	pen	and	the	language	
in	which	the	pen	writes	is	tied	to	the	writer,	who	with	the	pen	can	
write	in	English,	French,	Italian,	or	any	other	language...	A	musical	
instrument	is	the	same.	One	should	be	able	to	use	Baloch	instruments	
on	a	large,	global	scale.	The	music	and	instruments	of	Balochistan	are	
among	the	most	unique	and	richly	varied	in	the	world.	It's	very	good	
that	other	of	the	world's	groups	should	recognize	this	type	of	music.		
	 My	goal	in	collaborating	with	other	cultures	is	first	of	all	out	of	
my	own	interest	and	in	reality	is	to	acquaint	other	groups	with	the	
riches	of	Baloch	music	and	the	benjū.	I	have	always	loved	to	broaden	
my	own	musical	scope	beyond	just	Balochistan	and	I	want,	through	
different	collaborations,	to	raise	the	bar	for	my	own	abilities,	and	I	
want	to	offer	Iranians	and	people	around	the	world	new	musical	
hybrids	in	my	own	style	but	with	a	Baloch	color	and	fragrance	and	to	
create	new	experiences	in	the	arena	of	music	for	Iran	and	the	world	so	
that	I	might	thus	be	able	to	introduce	the	benjū	and	Baloch	music	to	
Iran	and	the	world	in	an	adequate	representation	as	more	and	more	
attractive	and	accessible	and	worthy	of	attention	and	understanding	
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for	the	people	of	other	communities.	[my	translation	of	his	comment	
from	Persian]	
	
While	certain	projects	clearly	romanticize	the	poetic	aura	and	innocence	of	nomads	
and	other	inhabitants	of	remote	mountainsides	and	steppelands,	Mamadasni	
belongs	a	major	trend	(of	which	Kayhan	Kalhor	and	Mohammadreza	Darvishi	are	
well	known	representatives)	that	fosters	collaborations	between	urban	Persian	
speakers	from	the	figurative	and	actual	center	and	cultural	actors	coded	as	other	
and	peripheral,	a	dynamic	that	Mamadasni	looks	upon	as	an	opportunity	to	both	
promote	his	heritage	and	hone	his	individual	artistic	vision.	Mamadasni's	four	bases	
of	operations—his	home	town	of	Sarawan,	Tehran	where	he	plays	with	neo-
navāhī143	ensembles,	Turbat	where	he	is	professionally	engaged	in	the	studio	world	
as	arranger	and	session	musician,	and	Muscat	where	he	accompanies	singers	on	
sponsored	visits—serve	nicely	as	symbolic	emblems	of	the	contemporary	economy	
of	Baloch	musical	arts	in	urban	context.	
	 By	focusing	on	the	benjū	we	have	shifted	our	gaze	a	bit	from	the	broad	
horizons	of	translocality	to	a	more	acute	sense	of	trans-urbanism.	Collective	
memories	fragment	and	fade	and	new	paths	to	communal	selfhood	are	forged	from	
institutions	of	urbanity	and	emergent	technoscapes.	While	the	action	here	is	highly	
diffuse	and	we	have	attuned	to	activities	in	such	diverse	locations	as	Oslo,	Karachi,	
and	Sarawan	to	sketch	a	picture	of	these	processes,	the	role	that	Baloch	in	Muscat,	
Bahrain,	and	Kuwait	play—as	patrons,	politicized	publics,	and	faithful	devotees	of	
																																																								
143	Navāhī	means	regional	and	is	a	term	used	in	Iran	for	localized	folk	music.	In	fact,	
navāhī	and	mahalī	(local)	can	be	thought	of	as	intentionally	resisting	using	"folk"	as	
a	desgninator,	one	very	common	(as	halk)	in	neighboring	Turkey.	By	neo-navāhī	I	
mean	music	that	draws	specifically	on	genres	and	aesthetics	marketed	as	navāhī	
while	presenting	a	contemporary	treatment.	
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Baloch	cultural	expression—in	energizing	the	circuitry	of	these	emergent	spheres	of	
urban	Baloch	culture	is	significant.	
	 The	benjū	can	be	situated	amid	a	complex	crossing	of	arcs	of	ascendency	and	
decline	from	the	perspective	of	many	Baloch.	At	the	same	time	that	the	benjū's	
expressive	possibilities	are	being	constantly	explored	and	refined	and	new	territory	
in	Baloch	music	and	poetry	is	being	charted,	traditional	knowledge	and	values	are	
being	lost	and	with	them	are	disappearing	the	pahlawān	and	surōzī's	mastery	over	a	
whole	realm	of	narrative	and	affectual	arts.144	For	Baloch	in	the	mulk,	
socioeconomic	circumstances	are	deteriorating	and	the	political	landscape	has	
plunged	into	chaos.		
	 A	common	thread	through	each	of	the	milieus	examined	in	this	chapter	and	
the	two	preceding	is	an	inability	on	the	part	of	large	numbers	of	Baloch	in	the	GCC	
states	to	avert	their	gaze	from	their	shared	patrimony	of	Balochistan,	its	territory	
and	heritage.	In	the	next	chapter,	we	turn	to	a	large	subset	of	Baloch	in	Muscat,	who	
have	been	settled	for	several	generations	and	have	retained	their	Baloch	language	
and	identity	while	emotionally	and	culturally	resituating	themselves	as	denizens	of	
Muscat	and	culturally	and	socially	imbedded	in	its	urban	landscape.	This	has	
encouraged	the	youth	in	particular	to	cultivate	Muscat-specific	musical	idioms	and	
emergent	genres.	
	
	 	
																																																								
144	Another	rapidly	disappearing	art	that	came	up	in	my	discussions	with	
Rasoolbaksh	Farid	is	that	of	the	pādgīr—a	kind	of	traditional	Baloch	tracker-
detective	who	can	tell	amazing	volumes	of	information	about	individuals	by	looking	
at	their	footprints	and	who	have	long	been	instrumental	in	apprehending	culprits	in	
all	manner	of	crimes	and	transgressions.	
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Chapter	Nine:	Local	Peninsular	Baloch	Culture	Production:	Emergent	Genres	
and	Urban	Morphology	
	
Jibroo	is	an	unbelievable	place.	It	isn't	hard	to	imagine	its	former	self—three	to	four	
times	as	big,	fully	encircled	by	walls,	crowded,	lawless,	without	electricity	as	
Khodabaksh	Mewal	tells	it.	
	 At	an	open	air	wedding	party	under	floodlights	on	a	public	terrace	overlooking	
a	dark	wadi,	the	Ayla	band	is	set	up	looking	like	a	Latin	funk	outfit	from	the	
seventies—Irakere	or	Mandrill,	minus	the	horns	or	vibes,	but	full	percussion	section,	
drum	kit,	keyboards,	about	12	piece	band.	Women	in	Baloch	finery—sparkling,	
technicolor,	red,	gold,	yellow,	green,	with	gold	earrings,	bracelets	and	other	dazzling	
ornaments,	sit	in	rows	in	front	of	the	band	and	get	up	to	dance	in	a	tight-knit	circle	
parade	when	the	band	gets	into	one	of	its	bass-heavy,	densely	percussive	30	minute	
jams.		
	 Men,	mostly	young	men	and	teenagers,	have	gathered	around	the	periphery,	
clustered	in	the	shadows,	sitting	in	front	of	cars	on	collapsible	canvas	lawn	chairs,	
sitting	along	the	edge	of	a	low	graffiti-ed	wall	that	curves	in	a	semicircle	safeguarding	
people	on	the	terrace	from	falling	into	the	dim	expanse	of	modest	housing	that	fills	in	
the	space	below	along	the	base	of	Jebel	Matrah.	The	array	of	style,	dress,	hairstyle	
among	the	young	men	is	remarkable.	The	men	are	all	wearing	flip	flops	or	sandals—
some	ornate	with	multiple	straps	climbing	the	ankles	in	rings,	some	sporty	shower	
sandals,	others	traditional	Baloch	chawat	sandals—or	reasonable	stand	ins.	Every	
detail	is	electric	when	contrasted	with	the	pervasive	Omani	restraint	and	reserve	when	
it	comes	to	quotidian	self-presentation.	In	some	ways,	physical	characteristics	seem	to	
have	some	bearing	on	the	personal	presentation	style	they	adopt,	but	this	could	be	an	
illusion	conjured	by	my	own	heavily	racialized	imagination—shaggy	hair	mustached	
youths	recall	young	poets	from	Balochistan,	while	others	with	thick-rimmed	glasses,	
fades,	triangular	sideburns,	and	landscaped	goatees	give	off	a	futuristic	dandy	vibe.	
Some,	mainly	black	dudes,	wear	clear	hip	hop	referents—	chiefly	in	how	their	baseball	
caps	are	perched	atop	their	heads,	and	their	choice	of	velcro	sports	flip	flops	with	
socks,	their	brand	name	gym	shorts	and	track	pants.	A	pair	of	young	men	who	have	let	
their	curly	hair	grow	out	into	loose	afros	and	sport	peach	fuzz	mustaches	with	earthy	
colored	t-shirts	definitely	recall	a	style	current	among	young	New	York	Puerto	Rican	
dudes	in	the	late	70s,	early	80s.	Of	course	they	are	all	Baloch	and	they	all	know	it	is	
2017.	
	 As	an	opening	shot	of	a	movie,	with	the	camera	tracking	slowly	through	the	
crowd,	taking	in	the	band,	the	glittering,	colorfully	adorned	ladies	set	off	spatially	in	
the	innermost	core	of	the	illuminated	plaza,	and	the	shadowy	peripheries,	crowded	
with	groups	of	photogenically	attitudinal	youths,	scooters	revving	and	weaving	
through	the	frame,	two	or	three	men	riding	on	each,	with	a	soundtrack	of	Baloch	
street	banter	and	driving	tropical	Perso-Baloch-Afro-Hindi-Arabo-quasi-funk,	it	would	
make	for	some	dream	cinematography.	But	I	didn't	take	a	single	picture.		
	 Jibroo	in	particular	has	a	reputation	for	a	jealous	intolerance	of	the	gaze	of	
outsiders	upon	the	women	of	its	households.	My	friend	Yaseb	told	me	that,	as	a	
Baloch—broadly	a	cultural	insider—if	you	are	not	from	there,	you	can	go	into	Jibroo	
no	problem,	you	can	drive	all	the	way	through,	all	the	way	around	its	winding	narrow,	
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barely	passable	streets	and	lanes	and	no	one	will	mind,	people	will	be	friendly,	
greeting	you,	guiding	you	if	needed,	but	if	you	go	around	a	second	time,	they	will	say,	
hey	you	were	looking	at	my	sister	and	people	will	come	out	and	started	rocking	your	
car	and	smashing	its	windows.	This	is	the	reputation	of	the	quarter.	It	is	a	pedigree	
famed	and	represented	all	across	the	length	and	breadth	of	Muscat,	as	its	inhabitants	
have	resettled—in	many	cases	have	been	resettled,	creating	networks	of	Baloch	old	
Muscat	as	a	distinctive	urban	demographic	in	this	growing	metropolis.	In	a	sense	
Jibroo	has	multiplied,	joined	by	Wadi	Hattat,	Amarat,	and	parts	of	Maabela,	with	
nearly	the	same	sense	of	enclosure,	density,	and	intense	social	energy.	The	sound	of	this	
and	other	similar	bands	travels	to	those	areas,	is	as	at	home	there	as	it	is	here.	A	sonic	
texture	that	mirrors	the	male	youth	but	is	offered	above	all	to	the	women,	whose	styles	
and	personal	presentations—more	than	the	men's—point	unmistakably	to	
Balochistan.	[personal	reflection	after	a	late	night	at	a	succession	of	wedding	
performances	in	Jibroo]	
	
We	have	considered	the	mounting	and	valorization	of	dōdorōbīdag	as	"traditional"	
Baloch	culture	alongside	nodes	of	contemporary	culture	production	and	literary	
activity	framed	against	the	ongoing	political	struggle	in	Balochistan.	In	this	chapter	
we	turn	to	music	as	a	local	sphere	whose	expressive	contours	are	shaped	by	the	
local	life	rhythms,	tastes,	values,	and	social	outlooks	of	Baloch	communities	in	
Muscat.		
	 Although	this	dissertation	is	concerned	with	sites	of	Baloch	culture	across	
five	Gulf	states,	Muscat	stands	apart	as	an	environment	where	distinctive	local	
peninsular	Baloch	idioms	are	being	forged.	At	this	point,	there	is	a	recognizable	
Mashkatī	(Muscat)	spoken	Baloch—a	variant	of	the	Makrani	dialect,	and	Baloch	
residents	and	Baloch	neighborhoods	have	been	a	major	part	of	the	city's	socio-
spatial	morphology	throughout	its	formation	and	continued	expansion.	However	
much	Muscat's	Baloch	communities	participate	in	translocal	circuits	and	networks,	
they	also	represent	their	own	significant,	unique	Baloch	locale.	
	 Where	the	preceding	chapters	focused	on	social	and	intellectual	milieus	in	
which	a	consciousness	of	nearby	Balochistan	is	clearly	articulated	at	virtually	every	
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turn,	this	chapter	treats	community	settings	where	needs	and	demands	are	
localized,	relating	to	life	lived	not	in	Balochistan	but	in	Muscat.	Many	of	these	are	
communities	where—at	least	on	the	surface—the	emotional	umbilical	cord	to	the	
motherland145	has	been	severed	for	some	time,	and	where	an	acute	consciousness	of	
the	politics	and	cultural	heritage	of	Baloch	in	Balochistan	mainly	takes	the	form	of	a	
resurgent	interest	among	subsections	of	the	youth.	
	 In	drawing	a	distinction	between	more	locally	oriented	versus	
transnationally	oriented	Baloch,	we	have	to	acknowledge	that	real	life	patterns	are	
much	more	nuanced	and	gradated	than	simply	type	A	and	type	B.	Insofar	as	we	
might	think	in	terms	of	two	geocultural	orientations	that	inform	individual	and	
collective	senses	of	selfhood	and	identity,	communities	live	in	close	quarters	and	in	
full	view	of	one	another	with	a	great	deal	of	overlap	and	interaction.	Individual	
membership	is	not	restricted	to	one	moiety	or	the	other.	
	 Geocultural,	spatial	dimensions	of	signification	operate	on	both	a	regional	
(Balochistan,	Gulf,	Western	Indian	Ocean)	macro	scale	and	within	a	micro—urban	
neighborhood-mītag—focal	range	where	the	fiber	of	interidentification	is	more	
tightly	woven.	Baloch	in	urban	Oman	inhabit	a	media-saturated	social	landscape	
inundated	with	modern	popular	culture	currents	from	India,	East	Africa,	Iran,	the	
Arab	world,	and	globally	dominant	culture	industries.	Local	circuits	of	Mashkatī	
																																																								
145	It	would	be	extremely	difficult	to	assess,	objectively	and	precisely,	the	extent	to	
which	a	significant	portion	of	Muscat's	long	established	Baloch	community	are	in	
fact	of	East	African	slave	ancestry,	and	obviously	this	would	have	some	bearing	on	
how	one	might	frame	the	notion	of	an	"emotional	umbilical	cord	to	the	motherland."	
Certainly	the	prevalence	of	lēwa	and	other	genres	is	bound	up	with	this	history,	but	
the	Baloch	sphere	of	belonging	posits	Balochistan	as	homeland	for	all	who	idenitfy	
as	Baloch.	
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Baloch	musicians	thus	cultivate	repertoires	that	naturally	speak	to	the	sense	of	
bricolage	that	Dick	Hebdige	(1979:	102-106)	posits	as	a	defining	feature	of	
subcultural	formations.146	Mashkatī	Baloch	wedding	band	performances	consist	of	
long,	fluidly	cohesive	sequences	that	are	marked	by	often	striking	juxtapositions	of	
diverse	idioms	and	auras.	Their	unifying	textures	do	not	allow	for	a	clear	distinction	
between	the	improvised	forging	of	a	repertoire	out	of	available	materials	and	the	
intent	to	represent,	simultaneously,	more	than	one	cultural	world.		Neighborhood	
weddings	become	nodes	for	aggregation,	creative	expression,	and	inter-
identification	among	Muscat's	urban	Baloch	youth,	constituting	their	social	scenes.	
	 The	action	at	a	wedding	party	is	in	large	part	directed	by	sound—ensembles	
play	continuous	stretches	of	about	fifteen	to	thirty	minutes	that	comprise	medleys	
in	which	various	melodies	and	grooves	are	dominant.	The	consistent	up-tempo	
drive	of	these	sequences	is	regulated	through	a	great	deal	of	variation	in	rhythmic	
density,	with	dramatic	pauses,	breakdowns,	and	flourishes.	For	long	stretches	there	
																																																								
146	Levi-Strauss	(1966:	17)	theorized	bricolage	as	central	to	an	archetypal	process	of	
mytho-poeia	and	crucially	as	"a	heterogenous	repertoire	which,	even	if	extensive,	is	
nevertheless	limited."	We	might	think	of	any	number	of	"traditional"	repertoires	
whose	practitioners	have	tended	to	make	fluid	use	of	diverse	available	forms,	
themes,	structures,	and	devices,	even	if,	over	time,	audiences	have	come	to	demand	
a	focused	dedication	to	keeping	a	repertoire	of	renown	(such	as	pahlawānī	shēr)	
intact.	Very	much	in	this	spirit,	Derrida	(1978:	285)	holds	the	view	"that	every	
discourse	is	bricoleur,"	going	on	to	conclude:	"The	engineer,	whom	Levi-Strauss	
opposes	to	the	bricoleur,	should	be	the	one	to	construct	the	totality	of	his	language,	
syntax,	and	lexicon.	In	this	sense,	the	engineer	is	a	myth"	(ibid.).	
	 Be	that	as	it	may,	there	are	certain	roles	(like	the	Chlueh	Berber	raïs)	that	
amplify	bricolage	as	a	key	dimension	to	the	cultivation	of	a	repertoire,	less	in	the	
sense	of	"making	do,"	than	as	a	process	of	harnessing	the	diverse	but	specific	
currents	of	culture,	signification,	and	learning	that	speak	to	Chlueh	Berber	
communities	and	audiences,	and	doing	so	in	a	worldly,	peripatetic,	transurban	
fashion,	condensing	vast	and	varied	domains	of	social	experience	into	an	intricate	
yet	readily	comprehensible	vernacular	(Schuyler	1979a;	1979b:	99-103).	
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is	a	sort	of	percussion	chorus,	where	different	instruments—frame	drums	(ṭārāt)	
played	with	sticks,	congas,	drum	kit,	cowbells,	woodblocks,	and	dholak—are	
framing	the	same	steady	rhythmic	stream.	Where	there	is	a	climactic	surge	in	
dynamic	intensity,	frame	drums	played	by	hand	are	the	foregrounded	instrument.	
Bass	guitar	and	guitar	round	out	the	rhythm	section,	while	one	or	two	keyboards	
establish	the	melodies	and	chord-based	vamps	that	guide	the	path	of	the	music.	The	
singer	is	a	focal	point	although	typically	the	lyrics	are	generic,	essentially	
reaffirming	the	festive	nature	of	the	event.	Pioneering	contemporary	Mashkatī	
Baloch	wedding	singer	Shanan,	emphasizing	the	divergence	between	Makrani	and	
Mashkatī	spoken	Baloch,	pointed	out	to	me	that	texts	sung	at	weddings	are	so	
inconsequential	that	he	would	freely	switch	them	up,	replacing	for	instance	a	
ubiquitous	wedding	lyric	meaning	"where	is	the	groom?	I'm	waiting	for	him"	with	
"salonka	telanka	madeh,	salonk	kasānī,	manī	salonk	kasānī"	("don't	push	the	groom,	
the	groom	is	small,	my	groom	is	a	small	man").		
	 Today	Shanan's	son	Nadeem	is	one	of	the	biggest	stars	of	the	Muscat	Baloch	
wedding	circuit.	When	I'd	ask	after	his	father,	before	the	elder	passed	away,	Nadeem	
would	smile	and	refer	to	him	as	"Shanani	Manani,"	an	affectionate	name	infused	
with	his	father's	characteristic	whimsy.	Nadeem	Shanan	stands	out	for	his	emotive	
and	virtuosic	delivery	of	the	extended	vocal	segment	with	which	these	long	wedding	
sequences	often	begin.	These	intros	can	take	different	characters	but	overall	occupy	
a	neutral	ground	that	defies	precise	geographic	or	genre	classification	outside	this	
particular	domain	of	contemporary	Muscat	Baloch	wedding	music.	
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Fig.	9.1,	Nadeem	Shanan	(holding	microphone)	and	Nawras	Band	at	a	wedding	
hall	in	Seeb,	2016,	Hosein	Sapar	in	foreground		
	
	 To	construct	a	more	detailed	perspective	on	this	powerful	current	of	Baloch	
musical	performance	in	Muscat,	let	us	first	review	the	distribution	of	Baloch	
communities	across	Muscat	and	consider	the	status	of	music	making	in	Muscat	in	
historical	context,	which	will	provide	some	context	for	lineages	of	performers	who	
over	the	past	several	decades	have	been	central	to	the	genealogy	of	styles	that	have	
evolved	as	unique	to	Muscat	Baloch.		
9.1	Social	Rhythms	and	Urban	Morphology	in	Baloch	Muscat	
The	zones	of	core	Baloch	habitation	in	the	greater	Muscat	metropolitan	area	fall	into	
a	number	of	groups:	the	old	port	settlements	where	Baloch	have	long	been	
concentrated	(Muscat,	Matrah,	Jibroo,	Sidab),	districts	to	the	north	of	the	city	center	
and	the	airport	where	Baloch	have	been	relocated	from	these	older	sections	and	to	
which	new	arrivals	gravitate	(Hail,	Khoudh,	Maabela,	Seeb,	and	Barka),	newly	
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developed	population	centers	inland	on	the	other	side	of	Jebel	Matrah	(Amarat,	
Wadi	Hattat),	and	neighborhoods	in	the	modern	center	of	the	city	and	to	the	south	
whose	Baloch	populations	are	more	sparsely	distributed	(Wadi	Kabir,	Azaibah).		
	
Map	6:	Muscat	and	its	Primary	Baloch-inhabited	neighborhoods	
	 The	following	list	specifies	some	key	features	of	Muscat's	urban	morphology	
that	inform	both	the	shape	and	topography	of	the	city	and	the	nodes	towards	which	
social	energies	are	directed:	
a.	Pockets	and	expanses	physically	suited	to	building.	
b.	Distances	between	and	routes	connecting	these	sites.	
c.	Proximity	to	the	coast	and	linkage	by	road	to	the	next	settlements	in	any	direction.	
d.	Shopping	districts,	malls,	and	fast	food	chains.	
e.	Mosques	(along	with	malls,	often	the	most	useful	landmarks	for	navigating	a	city	
where	most	street	names	are	unmarked	and	ignored).	
f.	Regulation	of	vehicular	traffic—roadblocks	and	speedtraps.	
g.	The	expansion	of	the	city	and	greater	metro	area.	
h.	The	location,	functionality,	and	upkeep	of	seaports,	airports,	and	bus	depots.		
i.	The	legibility	of	history	in	structures	and	morphology,	especially	in	the	oldest	
quarters	such	as	Old	Muscat,	Matrah,	and	Jibroo.	
j.	Thoroughfares	and	secondary	streets,	residential	and	non-residential	areas,	places	
of	foot	traffic.	
k.	Promenades,	corniches,	parks,	and	public	places	for	gathering	(including	popular	
coastal	stretches	and	beaches).	
l.	Remote	places	for	less	conspicuous	gathering—wadis	(desert	rivulet	valleys),	
hawrs	(coves	generally	accessible	only	by	boat),	"farms"	(open	air	agricultural	
properties)—in	spatial	relation	to	urban	areas.	
Barka Seeb
Muscat
Gulf of Oman
Hail
Mutrah
Al Amarat
Maabela
Khoudh
Jibroo
Old Muscat
Sidab
Wadi Hattat
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m.	Distribution	of	residential	clusters	and	centers	of	commerce	along	ethnic,	class,	
and	other	demographic	lines.	
	
These	features	play	a	part	in	determining	the	overall	rhythm	of	city	life	in	Muscat,	
especially	as	articulated	in	tandem	with	the	climate,	which	is	brutally	hot	most	of	
the	year	but	quite	pleasant	in	the	winter	months.	Such	particulars	of	the	
spatialization	and	maneuverability	of	the	city	guide	the	ways	spaces	for	cultural	and	
social	autonomy	are	carved	out.	The	notion	of	the	harah—or	mītag—implies	any	
number	of	the	morphological	features	listed	above	but	is	also	sharpened	through	
gradual	demographic	transformations	reflecting	cultural	or	social	identity	as	well	as	
degrees	of	wealth,	prosperity,	and	power,	whether	in	ascendance	or	decline.	
	 In	juxtaposing	multi-locality	and	multi-vocality	as	concepts	crucial	to	
understanding	social	action	and	dynamics,	Margaret	C.	Rodman	(2003:	209)	argues	
that	"regional	relations	between	lived	spaces	are	developed	through	infusing	
experience	in	one	place	with	the	evocation	of	other	events	and	other	places"	
(emphasis	in	original).	The	simultaneity	of	Baloch	social	life	in	numerous	pockets	in	
Muscat,	from	its	ever-expanding	extremities	to	its	historical	core,	reinforces	this	
notion	of	a	deep	relationship	between	multilocality	and	multivocality.	Rodman's	
position	also	rings	true	for	how	we	ought	to	situate	Baloch	communities	in	the	Gulf	
in	relation	to	one	another,	to	Balochistan,	and	to	a	greater	geography	encompassing	
the	Western	Indian	Ocean	and	West,	South,	and	Central	Asia,	even	as	it	applies	to	the	
distribution	of	Baloch	in	Muscat	on	a	smaller	but	no	less	dynamic	scale.	The	older	
the	Muscat	Baloch	community	setting,	the	greater	the	need	for	referents	to	the	age	
of	an	Omani	empire	that	extended	to	Zanzibar	and	Gwadar,	with	Muscat	and	Matrah	
as	busy	ports	channeling	the	flows	of	maritime	trade	of	that	period.	The	youth	of	
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such	communities	may	be	socially	and	culturally	grounded	in	a	post-maritime	
Omani	cityscape,	but	their	consciousness	of	a	translocal	sphere	of	Baloch	mobility	
comes	through	in	the	multivocality	of	the	repertoires	they	cultivate.	
	 In	this	chapter,	we	shall	give	a	significant	amount	of	attention	to	youth	
culture	as	the	locus	of	Mashkatī	Baloch	"vocality."	Alongside	the	spatialization	of	
community	life	as	determined	by	settlement	patterns	and	urban	morphology,	it	is	
helpful	to	think	in	terms	of	a	temporally	defined	space	that	enables	participants	in	
cultural	performances	to	envision	what	Baloch	music	in	late	twentieth	to	early-
twenty-first-century	Muscat	might	be.	Scenes	unfold	in	time,	and	this	particular	time	
space	opened	up	with	dramatic	shifts	in	stance	towards	the	permissibility	and	value	
of	musical	performance	that	took	place	after	Sultan	Qaboos	assumed	power	in	1970.	
	 Earlier,	in	Chapter	Five,	we	examined	ways	in	which	musical	and	ritual	
practices	of	Baloch	in	Muscat	and	its	environs	intermingle	with	those	of	other	
Omani	populations.	In	this	chapter	we	are	most	concerned	with	the	currents	of	
music	production	that	have	emerged	in	Muscat's	Baloch	communities	over	the	
nearly	five	decades	of	Sultan	Qaboos'	rule.	Although	I	distinguish	a	local	Baloch	
social-cultural	sphere	from	its	more	fluidly	transnational	counterpart,	a	connection	
to	contemporary	musical	milieus	in	both	Makran	and	Karachi	has	proved	a	
significant	source	of	inspiration	and	repertoire	for	Mashkatī	Baloch	circles	of	
professional	musicians.	
9.2	The	First	Generation	of	Modern	Mashkatī	Performers	
With	a	decrease	in	both	geographic	isolation	and	political	and	economic	
marginalization	under	Sultan	Qaboos,	the	1970s	were	a	dramatic	period	for	Oman.	
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The	country	began	to	undergo	a	transformation	that	is	framed	to	this	day	as	a	
renaissance	(nahḍa),	one	"linked	to	industriousness,	cosmopolitanism,	piety,	and	
seriousness	of	purpose"	(Limbert	2010:	6).	Development,	modernization,	and	
expansion	continue	unabated	today	with	new	shipping	ports,	airports,	ferry	
services,	and	highways	swelling	Muscat	and	its	environs,	binding	it	more	tightly	to	
the	towns	of	Batinah	and	overseas	centers	of	culture	and	commerce.	The	Baloch	
communities	of	Muscat	and	Batinah	have	always	participated	in	an	overarching	
Omani	public	and	ritual	life,	which	then	has	comprised	Baloch	alongside	Omanis	of	
peninsular	and	African	ancestry.		
	 	Muscat,	Sohar,	Sur,	and	other	smaller	coastal	towns	in	Oman	have	
historically	stood	as	exemplars	of	societies	and	cultural	settings	defined	by	
interregional	interchange.	The	1970s	saw	the	awakening	of	an	old,	maritime	port	
society	to	the	newly	established	circuits	of	connectivity	of	the	jet	age.	In	contrast	
with	neighbors	such	as	Kuwait,	Bahrain,	and	UAE,	this	was	a	belated	awakening.	In	
the	case	of	Baloch,	this	heightened	connectivity	was	due	not	only	to	a	more	modern	
outlook	promoted	at	the	national	level	but	also	to	massive	new	waves	of	migration	
from	Balochistan	prompted	especially	by	recruitment	to	the	Omani	military	owing	
to	the	wars	in	Jebel	Akhdar	and	Dhofar,	and	the	need	for	skilled	and	unskilled	
foreign	labor	at	the	oilfields.	As	Baloch	communities	were	reconstituted	by	fresh	
arrivals,	the	need	for	importing	musical	talent	grew.	
	 At	the	same	time,	we	find	new	openings	for	local	Baloch	to	define	themselves	
as	practitioners	of	musical	arts	(funūn).	Some	such	"arts"	had	essentially	constituted	
a	communal	domain	guided	by	specialists—individuals	often	considered	as	steeped	
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in	religious	learning	or	the	kinds	of	knowledge	required	for	healing,	spirit	
possession	ceremonies,	magical	enactments,	and	traditional	medicine.	Accordingly,	
musical	knowledge—or	knowledge	that	could	serve	as	the	basis	for	musical	
knowledge—was	widely	diffused,	but	social	attitudes	were	instrumental	in	
determining	which	individuals	felt	attracted	to	participating	in	fields	of	musical	
performance,	and	socially	at	liberty	to	do	so.		
	 As	discussed	in	early	chapters,	Baloch	on	the	whole	encounter	far	fewer	
constraints	imposed	by	their	households	and	communities	in	comparison	with	their	
more	socially	conservative	and	religiously	observant	Omani	neighbors.	The	much	
wider	geocultural	frame	of	reference	with	which	Baloch	identify	extends	to	include	
a	recent	history	shared	with	other	Omani	with	roots	in	Zanzibar,	Dar	Es-Salaam,	and	
elsewhere	in	East	Africa's	Swahili	cultural	zone.147	
	 The	early	to	mid-seventies	were	a	period	where	a	number	of	Baloch	
performers	emerged,	in	particular	to	fulfill	a	need	for	modern	Baloch	entertainment	
at	weddings.	These	performers	came	from	families	who	provided	a	cultural	
background	that	encouraged	the	cultivation	of	performance	but	were	not	
bequeathed	the	repertoires	they	came	to	represent	in	a	hereditary	fashion.	Rather,	
responding	to	the	shifting	cultural	landscape	in	Muscat,	they	took	inspiration	from	
Baloch	cultural	milieus	abroad,	notably	Karachi,	and	also	relied	on	their	own	
capacities	for	invention.	
																																																								
147	One	friend	whose	family	are	Baloch	based	in	Muscat	counts	among	her	relations	
Baloch	who	have	recently	relocated	from	Zanzibar	to	Muscat	and	these,	she	
maintains,	are	among	the	most	socially	conservative	in	outlook	in	her	Baloch	
community	networks.	
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	 At	the	core	of	this	nascent	re-envisioning	of	musical	life	during	that	period	
was	an	ensemble	consisting	of	five	musicians:	Rahmat	Hassan	Khamis	al-Balushi,	
who	we	have	already	met;	the	late	Shanan,	a	retired	ROP	officer	and	professional	
court	translator	when	I	met	him,	who	sang	alongside	Rahmat	and	released	a	number	
of	recordings	under	his	own	name;	Tallab,	a	dohol	(double	headed	drum)	player	
who	prides	himself	on	having	led	processions	to	welcome	Sultan	Qaboos	when	he	
would	land	at	the	airport	in	the	early	days	of	his	reign;	Makrani	tabla	player	Ali	al-
Gwadari	(now	deceased);	and	Khodabaksh	Mewal,	then	primarily	a	dancer	but	now	
a	singer	who	still	leads	a	prominent	wedding	band	in	Jibroo.	Rahmat	Hassan	Khamis	
al-Balushi	is	notable	as	a	single	Mashkatī	Baloch	musician	who	embraced	the	benjū	
in	a	serious	capacity,	and	quite	early	on	(in	the	early	1970s).	We	have	discussed	his	
relationship	to	the	instrument	and	its	repertoire	in	the	preceding	chapter,	and	
towards	the	end	of	this	chapter,	I	will	give	more	attention	to	Khodabaksh	Mewal.	Let	
us	begin	with	Shanan.	
	 Shanan	is	regarded	as	a	comically	eccentric	figure.	A	mention	of	his	name	will	
generally	yield	a	smile.	His	recordings	are	instructive	for	the	sense	they	give	of	a	
completely	localized	Muscat	Baloch	cultural	outlook.	His	songs	contain	quirky	
depictions	of	mundane	events	and	neighborhood	life	in	al-Khoudh,	with	its	high	
concentration	of	social	housing	constructed	to	absorb	mostly	Baloch	Omani	citizens	
displaced	from	Jibroo,	Shanan	among	them.	Let	us	take	one	of	his	songs,	several	
decades	old,	that	is	notable	as	an	example	of	an	urban	social	realism	that	is	
otherwise	largely	unheard	of	in	Omani	songs,	poetry,	literature,	film,	or	television:	
	
Marhūm	Khamīs	gō	Chelūka	jang	kūtā	
	 409	
pa	shīshagī	wīn	hale	sarā	
Suleimana	gō	Karbuna	watarā	ūr	kūtā	
ō	chōkī	atka	jangī	rā	kūtā	
Salman	katī	sīrā	u	nāchu	kā	
lakin	kasī	sīrā	janga	nakā	
Far'un	kasī	sīrā	na	janga	nakā	
lakin	kasī	sīrā	rabshe	nakā	
dokan	dēmā	bāzenī	neshtegā	
kasī	gwazā	randei	kapa	
Yusuf	Khodabakshe	lāpā	rōtu	neī	
Nader	Husseine	lāpā	rōtu	neī	
gushta	doktoranā	halana	dimde	
	
The	late	Khamis	fought	with	Toothpick	over	a	bottle	of	Hal	[a	household	
cleanser]	
Suleiman	and	Karbuna148	jumped	in	
a	kid	came	up	and	started	a	fight	
Salman	comes	to	weddings	and	dances	
but	he	doesn't	fight	anyone	
Far'un	doesn't	get	into	fights	at	weddings	
He	doesn't	make	trouble	
a	lot	of	people	sitting	out	front	the	corner	store	
someone	passes	by	and	they	chase	after	him	
Yousef	Khodabaksh's	guts	are	shot	
Nader	Hossein's	got	no	intestine	left		
the	doctor	told	them	to	lay	off	that	Hal	[the	household	cleanser]	
(CD	of	mp3s	provided	by	Shanan,	n.d.,	CYB)	
		
A	prevalence	of	boisterous	weddings,	of	fighting,	substance	abuse,	street	life,	and	
low-level	hooliganism	is	suggested,	all	in	Balochophone	terms.	A	Baloch	friend	
recollects	that	this	song	predates	Shanan's	version	as	something	that	people	would	
informally	sing	to	amuse	themselves	while	hanging	out	on	the	street.		
	 Shanan's	musical	repertoire	is	so	idiosyncratic	that	it	hardly	seems	useful	for	
illuminating	broader	musical	practices	among	Mashkatī	Baloch.	At	the	same	time,	he	
was	a	fixture	of	local	culture	and	his	process	of	generating	and	assembling	material,	
																																																								
148	Clearly	a	nickname:	karbuna	was	explained	to	me	as	a	term	for	excess	carbon	
monoxide	build-up	in	car	engines,	and	thus	someone	whose	presence	isn't	
appreciated,	but	it	could	also	refer	to	Carbona,	a	cleaning	agent	that	was	notably	
abused	as	a	solvent	in	the	late	twentieth	century.	
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as	he	explained	to	me,	was	always	in	free	associative	response	to	his	own	
circumstances	and	experiences.	One	of	his	songs,	freely	mixing	Baloch	and	Arabic,	is	
based	on	being	unexpectedly	detained	for	a	compulsory	vaccination	upon	arrival	
back	in	Muscat	after	a	trip	to	India:	"Atka	cha	Hindī	matārā,	dashtā	cha	ī	matara,	
nādūnī,	balkī	trā	ta'ūnī	[I	came	from	the	airport	in	India,	I	landed	at	the	airport,	they	
called	me	over—maybe	you	have	the	plague!]".	Another	song	bears	the	refrain	se	bai	
dihem	ya	se	bai	dihem,	invoking	a	greeting	in	Thai,	with	a	whimsical	verse	that	
unfolds	as	follows,		
Fī	Arabi	yagulu,	"kēf	halak?"		
Fī	Baloch	yagulu	"Chī	tōr	ē?"	
Hindī	yagūlū,	"kaisa	hai?"	
Fī	Inglizī,	"hi	how	are	you?"	
Fī	Swahīlī,	"jambo	jet."	
Fī	Thailandī,	"ka	pom	ka."	
Fī	Somālī,	"kandā	kap"	
Wa	al-bāqī,	"eeyeeyeeyeeyee"	
	
In	Arabic	they	say,	"kēf	halak?"		
In	Baloch	they	say	"chī	tōr	ē?"	
In	Hindi	they	say,	"kaisa	hai?"	
In	English,	"hi	how	are	you?"	
In	Swahili,	"jambo	jet."	
In	Thailandi,	"ka	pom	ka."	
In	Somali,	"kandā	kap"	
and	the	rest	say,	"eeyeeyeeyeeyee"	(CYB)	
	
Each	of	these	is	more	or	less	a	legitimate	greeting	in	the	specified	language	with	
certain	exceptions.	In	Swahili,	he	adds	"jet"	to	the	common	greeting	jambo	thereby	
approximating	"jumbo	jet"	—indeed	these	greetings	are	of	the	general	register	of	
things	flight	attendants	might	say	over	the	PA	to	welcome	passengers	on	board	and	
to	assure	them	that	there	is	a	cultural	link	between	the	in-flight	environment	and	
the	airline's	national	association.	And	by	substituting	for	any	actual	Somali	greeting	
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a	Baloch	phrase	meaning	"go	fall	in	a	hole,"	he	suggests	for	comedic	effect	a	lack	of	
knowledge	of	Somali	(despite	the	fact	that	Shanan,	at	the	time	I	met	him,	included	
Somali	among	the	languages	he	worked	with	as	a	professional	court	translator).	The	
other	component	of	the	song's	text	is	a	familiar	song	sung	on	a	night	midway	
through	Ramadan	by	children	as	they	go	collecting	sweets,	a	tradition	known	locally	
in	Muscat	and	Batinah	as	qaranqasho.	The	song,	in	Arabic,	varies	from	country	to	
country	and	he	sings	a	local	version:		
	
Qaranqasho	yo	nās,	'atīnī	shwāya	l'halwa,			
Dūs,	dūs,	fī'l-mendūs,	Hārah	hārah	fi's-sahārah		
	
"qaranqasho"149	people,	would	you	give	me	some	sweets...	
toss!	toss	them	into	the	mendūs,	from	neighborhood	to	neighborhood,	into	
the	sahārah!150	(CYB)	
	
	
Shanan	recounts	being	unexpectedly	asked	to	sing	at	a	function	he	happened	upon	
at	a	hotel	in	Mumbai	after	an	Indian	singer	had	backed	out.	An	Omani	who	had	
chanced	to	witness	this	impromptu	performance	knocked	on	his	hotel	room	door	
the	next	day	holding	a	box	of	sweets	in	answer	to	the	refrain,	prompting	Shanan	to	
recall	that	Ramadan	tradition	in	the	context	of	an	encounter	between	two	Omani	
strangers	in	India.		
																																																								
149	Qaranqashu	is	an	onomatopoeia	approximating	the	sound	of	seashells	being	
clapped	together	by	the	children	noisily	making	their	rounds(ash-Shidi	222).	
150	A	mendūs	is	an	ornamented	box	carried	on	this	occasion	for	collecting	sweets	and	
small	gifts,	while	the	sahārah	is	the	same	but	much	more	basic	and	unornamented.	
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Fig.	9.2,	Shanan,	Maabela,	2014	
The	subject	matter	of	Shanan's	songs	tends	to	be	purely	autobiographical,	speaking	
however	to	some	degree	of	collective	experience,	and	intended	to	entertain	
listeners,	mainly	attendees	at	weddings.	The	songs	are	in	the	Muscat	variant	of	the	
Makrani	dialect	of	Baloch,	sometimes	freely	mixed	with	Arabic.	In	some	cases,	he	
will	insert	Baloch	lines	into	familiar	Arabic	songs,	e.g.	"Habībī	rāh	wa	mājānī—kujā	
ē?	Lōga	naī."	(in	Arabic:	"my	darling	left	and	didn't	return,"	then	in	Baloch:	"where	is	
she?151	She	is	not	at	home.")	
																																																								
151	Gendering	here	is	tricky,	because	while	nouns	and	pronouns	have	no	gender	in	
Baloch,	at	least	not	in	this	colloquial	variation,	in	Arabic,	the	subject	is	very	explicitly	
grammatically	male,	but	there	is	a	tendency	to	assume	that	an	unspecified	object	of	
desire	will	be	the	opposite	gender	to	the	singer—if	gender	were	specified,	a	specific	
object	might	be	suspected,	leading	to	trouble,	if	an	opposition	of	genders	were	not	
inferred,	the	suggestion	of	homosexuality	could	be	considered	libelous.	This	of	
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	 I	take	these	songs	from	Shanan's	repertoire	as	examples	of	a	localized	Baloch	
perspective	from	which	evocations	of	a	Makrani	cultural	landscape	are	notably	
absent,	with	the	urban	environment	of	Muscat	and	its	links	to	other	locales	(outside	
of	Balochistan)	highlighted	instead.	Shanan	preserves	humor	as	his	trademark	while	
representing	the	picaresque	dimensions	of	the	mītag,	the	extent	to	which	
Arabophone	Muscati	culture	permeates	Mashkati	Baloch	culture	(as	with	
qaranqashu),	and	general	themes	of	travel	and	mobility	as	extensions	of	
cosmopolitan	Muscat	society.	There	is	little	continuity	between	his	persona,	his	
vocal	style	or	his	songs,	and	established	musical	idioms,	either	Omani	or	Makrani.	In	
fact,	most	representatives	of	the	small	musical	coterie	that	emerged	in	Baloch	
Muscat	during	the	early	decades	of	Sultan	Qaboos'	rule	give	a	sense	of	having	been	
free	to	imagine	a	local	musical	landscape	and	to	invent	their	role	in	it.			
	 When	Shanan	initially	parted	ways	with	Rahmat	in	the	mid	1970s	he	had	
picked	up	the	oud	to	a	modest	degree.	He	didn't	master	a	given	style	per	sé,	but	
whatever	stuck	in	his	mind	he	could	basically	manage.	He	preferred	just	to	play	at	
home	but	people	would	ask	him	to	bring	the	oud	to	accompany	himself	at	weddings	
since	several	of	his	recorded	songs	feature	the	oud	along	with	the	keyboard	and	
electronic	rhythms.	However,	he	bought	four	ouds,	one	after	another	and	each	was	
destroyed	at	a	wedding	engagement,	as	the	dancing	became	animated	and	the	ouds	
fell	off	the	stage	and	were	trampled	underfoot,	and	he	stopped	bringing	them.	
	
																																																																																																																																																																					
course	is	not	a	rule	today,	nor	was	it	in	the	past,	but	I	am	acquiescing	to	a	default	
conservatism	in	my	interpolation,	because	it	would	be	inaccurate	to	pretend	that	
same	sex—or	non-heteronormative—romantic	overtures	aren't	relegated	to	the	
margins	of	mainstream	society	throughout	the	region.	
	 414	
9.3	Tropical	Chic:	Los	Balochos	and	Wedding	Bands	of	the	Sultan	Qaboos	Era	
Professional	wedding	music	in	Muscat	has	taken	a	variety	of	forms.	Before	
contemporary	ensembles	became	established	as	part	of	the	format,	singing,	
drumming,	and	the	use	of	reed	instruments	were	the	musical	components	that	
served	the	functions	required	for	a	wedding:	creating	a	celebratory	atmosphere,	
accompanying	the	various	stages,	including	processions	and	dances.		
	 In	the	1970s	and	80s,	local	musicians	started	to	improvise	an	emerging	
vision	of	what	sort	of	festive	music	should	be	on	offer.	This	vision	was	in	part	
informed	by	what	was	in	the	broader	regional	ether	at	that	moment,	with	
neighboring	peninsular	countries,	Iran,	and	Karachi	as	obvious	sources	of	
inspiration.	Khodabaksh	Mewal	and	his	band,	which	consists	of	his	sons	as	well	as	
other	Baloch	from	Lyari,	Karachi,	became	an	increasingly	prominent	fixture	in	the	
small	pool	of	wedding	musicians	in	Jibroo/Mutrah,	underscoring	a	Lyari-Muscat	
parallelism	as	one	ongoing	possibility	of	how	a	Mashkatī	Baloch	wedding	might	
sound.	
	 At	the	same	time,	young	musicians	engaging	with	current	musical	trends	
proved	so	resonant	with	their	peers	that	weddings	spilling	out	into	the	streets	of	
residential	quarters	from	Jibroo	to	Wadi	Hattat	to	Maabela	and	Seeb	came	to	
resemble	youth	scenes.	Strains	of	Persian,	Arab	and	Indian	popular	music	were	
prominent	sources	of	inspiration	for	these	groups	as	were	American	popular	genres.	
In	the	1990s,	there	had	been	a	major	surge	in	the	popularity	of	reggae	as	a	musical	
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ethos	personified	by	Bob	Marley,152	something	that	was	true	across	the	Middle	East	
broadly	at	that	time.	Political	currents	explicitly	present	in	the	music	of	Bob	Marley	
and	many	other	reggae	musicians	resonated	acutely	with	local	youth	in	various	
milieus,	especially	those	of	sub-Saharan	African	ancestry,	since	the	political	and	
social	themes	of	Jamaican	music	that	promoted	a	Rastafarian	ideology	spoke	
directly	to	a	consciousness	of	Pan-African	heritage	and	Black	liberation	(drawing	
here	on	accounts	from	Baloch	friends	but	referring	as	well	to	al-Harthy	2010:	216).		
	 Subsequently,	towards	the	end	of	the	1990s,	a	Latin	sound	became	extremely	
popular,	again	in	a	fashion	that	spread	over	a	wide	area	including	Egypt,	Morocco,	
and	Tunisia.	One	band	that	had	achieved	international	commercial	success	during	
this	period	was	the	Gypsy	Kings	from	Arles,	France.	However	much	the	trendy	
appreciation	of	their	music	in	Oman	might	have	coincided	with	their	popularity	in	
Egypt	or	Morocco	or	Turkey,153	in	Muscat	a	wave	of	Baloch	bands	devoted	to	the	
format	and	style	of	the	Gypsy	Kings	and	other	Latin-esque	groups	emerged	that	
continues	to	resonate	to	the	present.	One	pioneering	group,	now	long	disbanded,	
retains	to	this	day	a	legendary	stature.	This	band,	Los	Baluchos,	drew	heavily	on	the	
precedent	set	by	the	Gypsy	Kings,	while	combining	vocalization	and	guitar	textures	
that	resemble	flamenco	with	accordion-based	melodies	that	recall	a	variety	of	
Mexican	and	Latin	American	popular	musics,	with	an	upbeat	2/4	rhythm	being	an	
insistent	component.	
																																																								
152	I	would	have	been	shocked	to	come	across	any	awareness	of	Sir	Coxsone	Dodd,	
Clancy	Eccles,	or	Prince	Far	I	in	this	setting.	
153	For	discussion	of	parallel	iterations	of	the	global	appeal	of	this	general	musical	
flavor,	see	Aksoy	2018:	154	(regarding	Kurds)	and	Frishkopf	2002	(regarding	
Egyptian	milieus).	
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	 Los	Baluchos	used	to	play	at	a	restaurant	in	Muscat,	which	is	hardly	typical	of	
the	settings	where	one	generally	encounters	live	music	in	Muscat.	Majid	al-Harthy,	
an	Omani	ethnomusicologist,	has	researched	another	trend	from	the	same	period:	
local	Muscat-based	Swahili	taraabu	ensembles	who	would	also	play	at	restaurants	
(personal	communication,	March	2015).	According	to	Madawi	al-Rasheed	(2013:	
109;	see	also	Mathews	2016:12,	20),	Zanzibari	Omani	citizens	in	Muscat	routinely	
hold	their	weddings	in	large	international	hotels	and	hire—either	imported	or	
local—performers	of	Swahili	music	as	one	of	the	key	components	of	the	wedding	
parties.	This	suggests	that	both	Baloch	and	Omani	citizens	with	ties	to	East	Africa	
have	at	times	constituted	an	extra-community	sphere	of	live	music	to	an	extent	far	
greater	than	is	typical	of	Arab	Omanis.	
	 Among	the	network	of	Baloch	musicians	in	which	former	members	of	Los	
Baluchos	continue	to	operate,	the	most	currently	active	musicians	tend	to	lead	
groups	that	perform	at	the	large	hotels	that	cater	to	foreign	business	and	leisure	
clientele,	such	as	the	Intercontinental,	broadening	the	tropical	vibe	to	include	top	40	
staples	such	as	Gloria	Gaynor's	oft	revisited	1978	hit	"I	Will	Survive."154		
	 Throughout	much	of	Asia,	tourist	destinations	offer	music	provided	by	a	kind	
of	service	industry,	with	Filipino	bands	found	in	particular	prominence	on	cruise	
ships	and	in	pubs	and	nightclubs	(see	De	Dios	2016).	Bahrain	is	a	notable	case	of	
this	owing	to	its	US	military	base	and	its	popularity	as	a	drinking	and	vice	
destination	with	citizens	of	the	dry,	puritanical	Kingdom	of	Saudi	Arabia.	Bands	
playing	New	Year's	parties	and	the	like	at	Muscat's	Intercontinental	and	other	four	
																																																								
154	For	instance,	I've	also	seen	it	performed	in	the	US	in	2001	by	Tehrangelesi	pop	
star	Andy.	
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or	five	star	hotels	can	be	seen	as	tame	variations	on	this	theme—unlike	in	
downtown	Manama,	heavy	drinking,	prostitution,	and	unruly	crowds	are	hardly	
part	of	the	ambience.	Yet	such	musicians	cultivate	an	identity	that	is	anything	but	
servile,	branding	themselves	as	part	of	a	cosmopolitan	Omani	elite	that	wallows	in	
expensive	hotrods	and	constant	international	travel.	
	 Other	wedding	bands	that	succeeded	the	wave	spearheaded	by	Rahmat	
Hassan	and	Khodabaksh	Mewal	included	Basama,	Anwar,	and	Sadaqa,	this	last	
featuring	the	renowned	singer	Hosein	Sapar,	who	abruptly	dropped	from	public	
view	as	a	singer	when	he	was	overcome	by	a	religious	fervor	that	put	a	stop	to	his	
musical	activities.	At	the	time	of	my	research,	he	was	cautiously	reentering	the	
circuit	of	Mashkatī	Baloch	musical	performers.	He	would	attend	the	weddings	of	his	
friends	and	be	very	eager	to	sing,	just	not	as	a	professional	hired	performer.	His	
reputation	rests	in	large	part	on	the	sweet,	floating	timbre	of	his	voice,	and	I	was	
struck,	seeing	him	perform	at	a	wedding,	that	his	singing	both	held	a	tremendous	
natural	appeal	and	also	had	an	extremely	kitschy	character,	from	my	perspective.	
When	he	sang,	a	keyboard	player	would	instinctively	accompany	him	with	tinkling	
piano	fills,	rounding	out	a	warm,	sentimental	serenade	that	elicited	great	
enthusiasm	from	all.	He	bestowed	upon	me	the	Baloch	name,	Shahdad.		
	 The	word	I	would	use,	subjectively,	to	describe	Hosein	Sapar's	style	of	
singing	is	crooning	and	I	would	not	be	inclined	to	situate	it	within	a	maqām	
framework;	nonetheless,	a	musician	active	for	several	decades	in	the	professional	
wedding	band	circuit	identified	the	style	as	mawwāl,	correlating	it	to	a	general	
catchall	for	emotive,	"free	rhythm,"	maqām-based	vocal	improvisation,	despite	the	
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much	more	fixed	associations	the	term	mawwāl	carries	in	various	contexts	in	the	
Gulf,	Iraq,	Syria,	Palestine,	and	Lebanon.	This	sentimental	style	of	vocalization	is	
part	of	the	fabric	of	the	contemporary	Mashkatī	Baloch	musical	idiom.	
	 While	both	Shanan's	and	Rahmat's	sons	are	active	in	the	Muscat	Baloch	
wedding	circuit,	Khodabaksh	Mewal	continues	to	lead	his	group	featuring	singers,	
drummers,	and	instrumentalists	of	varying	ages,	including	his	own	sons.	The	
repertoire	of	these	contemporary	bands	draws	on	a	number	of	distinct	sources:	
rhythms,	dances,	chants,	and	drumming	textures	associated	with	lēwa	and	dammāl	
idioms;	modern	Baloch	popular	songs	written	and	recorded	variously	in	Muscat,	
Karachi,	and	Turbat;	globalized	rock,	pop,	and	"world	beat"	styles;	and	popular	
modern	Hindi,	Persian,	and	Arab	songs,	again	underscoring	the	inseparability	of	
multi-locality	and	multi-vocality	as	constitutive	attributes	of	the	social	and	
expressive	realms	of	Mashkatī	Baloch.		
	 The	closest	non-Baloch	regional	parallel	to	the	format	for	these	ensembles	is	
a	strain	of	bands	in	the	urban	peninsular	Gulf	coast	region	typified	by	the	Kuwaiti	
group	Miami	Band	(formed	in	1991),	whose	very	name	conjures	up	a	pan-tropical	
fantasy	world.	The	appending	of	"Miami"	to	an	institution	associated	with	music	and	
a	social	ambience	is	quite	common	in	various	unrelated	settings,	another	example	
being	the	Miami	Club	that	figures	into	the	plot	of	the	Algerian	narrative	film	Délice	
Paloma	(2007).155	In	Kuwait	City,	as	in	Muscat,	it	is	not	always	easy	to	distinguish	an	
"international	space"	from	a	"national	space"	for	performance	outside	a	fairly	well-
																																																								
155	There	is	also	a	Miami	Club	in	Ankara,	one	of	the	most	upscale	of	the	city's	
infamous	pavyons	(expensive	but	in	many	senses	uncouth	nightclubs	themed	
around	over-the-top,	electrified	central	Anatolian	folk	music	and	titilating	dancers	
and	hostesses).	
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delineated	community	context.	Kuwait's	Miami	Band	is	one	of	the	faces	of	modern	
Kuwaiti	popular	music	that	evokes	Kuwait	for	many,	but	their	repertoire	suggests	
an	appeal	to	a	nebulous	array	of	nationals	from	different	regions.	Muscat's	Baloch	
bands	are	likely	inspired	to	a	certain	degree	by	bands	like	the	Miami	Band,	both	in	
ensemble	concept	and	in	the	overall	tenor	of	the	repertoire.	Nonetheless,	although	
one	or	two	groups	have	been	peripherally	included	in	large-scale	events	designed	as	
representations	of	Omani	nationhood,	these	bands	otherwise	do	not	perform	for	
non-Baloch	audiences.	The	national	and	international	spaces	suggested	by	the	
musical	styles	they	embrace	are	conceptualized	by	and	for	local	Baloch	
communities.	
	 There	is	some	overlap	between	the	repertoires	of	local	Baloch	wedding	
bands	and	visiting	Makrani	ensembles.	For	instance,	the	Iranian156	pop	song	
"dokhtar-e	bandarī"	was	performed	by	Arif	Baloch,	Shajan	Dawoodi,	and	Mamadali	
Mamadasni	at	a	wedding	in	Maabela;	the	same	song	is	also	performed	by	the	
Mashkatī	Baloch	wedding	bands	al-Mayasim	and	al-Muna.	In	al-Muna	band's	
version,	the	sound	of	a	ney	anbān	(bagpipe,	and	a	term	interchangeable	with	
habbān,	habbūneh,	and	mizak)	is	explicitly	approximated	by	a	keyboard,	while	the	
guitar	and	bass	play	salsa-esque	syncopated	arpeggio	lines	and	then	the	percussion	
section	drives	ahead	with	an	extremely	fast	3/4	rhythm	that	falls	into	a	more	
measured	4/4	rhythm	(at	one	point	Ali	Alash,	the	singer,	explicitly	counts	out	four	
during	a	spacious	lull	before	the	triple-beat	drum	articulations	recommence)	
frequently	overflowing	with	expressive	drum	fills.	
																																																								
156	The	most	widely	consumed	versions	of	this	song	come	from	"Tehrāngelesī"	(Los	
Angeles-based	Persian)	singers	like	Andy	(1996)	and	Shahram	Kashani	(2000).		
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	 The	details	of	such	evolving	arrangements	are	important.	Musical	
performances	at	weddings	provide	a	(usually	heavily	gendered)	setting	for	the	
social	aggregation	of	a	geoculturally	marked	age	demographic.	Public	spaces	such	as	
beaches	can	provide	the	same	function	to	a	point,	but	wedding	bands	make	manifest	
so	many	specific	sensory	stimuli	that	directly	engage	affective	and	symbolic	points	
of	connection	between	participants—musicians	and	attendees.	They	offer	a	utopian	
blueprint	for	tropical	hedonism	while	speaking	directly	to	extremely	complex	
realms	of	historical	and	geocultural	consciousness	and	interidentification.	
9.4	Subcultures,	Supercultures,	Youth	Culture,	Scene	
It	is	often	tempting	to	situate	the	group	resonance	of	musical	style	within	more	
global	discourses	of	"youth	culture"	and	"subculture"	but	these	terms	can	be	
problematic	when	the	entities	whose	existence	they	imply	haven't	been	articulated	
by	clear	sets	of	participating	subjects.	John	Clarke,	Stuart	Hall,	Tony	Jefferson,	and	
Brian	Roberts	(1993:	9)	find	that	the	concept	"youth	culture"	"has	little	or	no	
explanatory	power"	as	it	offers	no	distinction	between	the	agency	exercised	by	
youth	over	their	surroundings—in	particular	the	material	economy	that	orders	
social	life	so	profoundly—and	the	influence	exercised	by	the	world	of	capitalistic	
enterprise	over	the	youth	and	their	passions.	
	 For	Mark	Slobin,	the	notion	of	a	musical	subculture	must	be	paired	with	an	
acknowledgment	of	its	"superculture"	counterpart—"the	dominant,	mainstream	
musical	content	of	a	society,	in	effect,	everything	people	take	for	granted	as	being	
'normal'"	(2008:3).	For	Baloch	in	Muscat,	the	presence	of	such	a	superculture	might	
be	equated	with	the	most	widely	circulated	forms	of	popular	music	and	culture—
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from	canned	music	at	malls	to	soft	rock	and	lite	jazz	to	the	commercial	music	
industries	of	India,	Pakistan,	the	United	States,	and	the	Gulf	nations	themselves	to	a	
more	austere,	pious	outlook	that	is	especially	wary	of	musical	entertainment	and	
modes	of	expression.	A	Gulf-specific	sense	of	superculture	would	equally	amplify	the	
marginality	of	Baloch	cultural	idioms	within	a	setting	where	they	are	little	known	in	
the	broader	society.		
	 However,	the	term	subculture	might	apply	to	contexts	where	this	marginality	
of	Baloch	cultural	idioms	is	completely	inverted	and	they	become	a	focal	point	for	a	
sphere	of	vigorous	participation.	The	subculture	designation	commonly	implies	a	
degree	of	intensity	to	collective	assertions	within	the	time	and	place	commandeered	
by	the	subcultural	formation,	often	channeled	into	streams	of	expressive	utterance	
and	comportment	where	meaning	is	evaluated	through	what	sociolinguists	(Yaeger-
Dror	2001:	171-172)	call	"referee	design."	Stylized	modes	of	expression	serve	not	
only	as	conduits	for	meaningful	action	but	as	means	for	marking	and	delimiting	the	
times	and	spaces—and	by	extension,	frames—within	which	meaningful	action	
occurs.	Baloch	weddings	in	Muscat	become	such	frames,	as	do	weddings	in	many	
cultural	contexts,	particularly	transnational	or	subnational	contexts.	
	 Patterns	of	interidentification	expressed	through	style,	taste,	and	nodes	of	
congregation	can	be	read	as	a	distillation	of	a	youthful	(male)	belonging	to	Baloch	
Muscat,	the	intersection	of	multi-locality	and	multi-vocality	touched	upon	earlier	
further	intersecting	with	an	in-group/out-group	distinction.	Thomas	Turino	(2008:	
106)	observes	that,	"As	public	articulations	framed	to	receive	special	attention,	
often	the	arts	are	key	rallying	points	for	identity	groups	and	central	to	
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representations	of	identity."	The	purposes	of	proclaiming	an	identity	status	or	
affiliation	are	varied	and	nebulous,	often	upstaged	by	manifestations	of	
boundedness,	with	"in-group	and	out-group	status	[...]	marked	by	a	broad	range	of	
signs	such	as	clothing	styles,	hairstyles,	body	decorations,	speech	styles,	and	ways	of	
walking"	(ibid.).	Where	music,	style,	and	age	demographics	become	focal	points	
within	a	matrix	of	cultural	performance	and	social	belonging,	there	is	a	logical	
intersection	with	the	concept	of	"scene"	as	commonly	deployed	with	respect	to	
youth	cultures,	subcultures,	countercultures,	and	fan	cultures.	
	 Within	Mashkatī	Baloch	communities,	young	men	form	a	distinct	subset.	
Young	women	are	frequently	confined	to	intimate	household	settings,	although	
young	Baloch	women	are	much	more	ready	participants,	generally	speaking,	in	
domains	of	the	arts	and	expressive	culture	than	are	non-Baloch	Omani	women.157	
Young	men	convene	and	socialize	in	the	evenings	and	late	into	the	night,	at	coffee	
shops,	on	beaches	and	coastal	promenades,	and	on	virtually	any	patch	of	unclaimed,	
unsupervised	ground—dusty	lots	between	houses,	tracts	of	earth	separating	a	main	
road	from	its	service	roads,	and	large	clearings	around	which	residential	
developments	are	constructed.	During	the	day,	young	men	play	football	in	these	
spaces.	At	night	they	bring	folding	chairs	and	sit	around.		
	 Late	one	evening,	I	went	to	see	a	Baloch	rapper	in	the	Maabileh	section	of	
Muscat.	Rather	than	meet	me	one	on	one	just	anywhere	or	anytime,	it	was	clear	that	
																																																								
157	I	realize	that	this	may	be	viewed	as	bold	claim—it	is	admittedly	a	personal	
interpretation	and	I	treat	it	in	a	little	more	depth	at	the	end	of	this	chapter.	It	is	a	
simpler	matter	to	point	to	the	domains	in	which	young	Baloch	women	do	participate	
than	to	conclusively	demonstrated	that	Omani	Arab	women	do	not	participate	in	
these	or	analogous	domains.	
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he	wanted	our	meeting	to	have	a	diwwan158	dimension	to	it.	He	specified	that	we	
should	meet	at	about	1AM	along	the	perimeter	of	the	external	wall	of	one	of	
Maabileh's	main	mosques.	When	I	arrived,	he	was	there	with	at	least	a	dozen	other	
young	men,	probably	ranging	in	age	from	fifteen	to	twenty-four.	They	were	standing	
and	seated	on	the	gravelly	roadside	separating	the	street	from	the	wall	of	the	
mosque.	Three	canvas	folding	beach	chairs	served	as	seats	of	honor	and	
refreshments	were	served	from	a	cooler	packed	with	juices	and	snacks	like	
sambusas	(I	would	guess	from	a	Zanzibari	restaurant).	I	only	stayed	until	about	
2:30AM	because	I	had	had	a	long	day	and	had	an	early	appointment	the	next	day,	
but	there	was	no	sign	suggesting	anyone	else's	imminent	departure	when	I	took	my	
leave.			
	 Throughout	our	discussions,	social	space	was	a	recurrent	topic,	in	particular	
with	respect	to	the	time	and	place	available	to	young	men	for	congregation.	Where	
rap	shows	cannot	be	justified	as	part	of	a	natural	community	rhythm	and	would	be	
conspicuous	in	their	political	tenor,	weddings	represent	a	vivid	social	node	for	
nightlife	among	young	urban	Baloch	in	Muscat.	As	is	true	of	nightclubs	and	standing	
room	live	performance	venues	generally,	space	is	structured	with	a	great	deal	of	
leeway	to	position	oneself	at	the	center	or	on	the	periphery.	The	perimeter	of	a	
space	is	key	to	the	spatialized	presence	of	attendees	for	many	customary	gatherings,	
including	those	held	at	mosques	to	commemorate	either	a	death	or	the	religious	
component	to	the	wedding	of	two	individuals.	At	a	wedding	party	(nadīnag),	the	
perimeter	of	the	space	is	likewise	the	place	for	males	in	attendance,	young	and	old,	
																																																								
158	Diwwan	here	implies	a	somewhat	formal	conceptualization	of	informal	
socializing	as	an	established	institution	in	its	own	rite.	
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seated	in	dignified	repose,	and	being	served	traditional	Omani	coffee,	black	or	karak	
tea,	and	other	refreshments,	enclosing	the	site	of	various	enactments.	Musical	
performers	and	those	segments	of	their	audiences	who	engage	most	intensively	
with	them,	who	cast	aside	any	pretense	to	reserve	and	detachment,	occupy	the	
central	agora	of	these	spaces.	
9.5	Sonic	Framing	and	the	Current	Wave	of	Baloch	Wedding	Bands	
Looking	at	a	representative	performance	by	the	al-Muna	Band	at	an	open	air	
wedding	party:	Upon	setting	up	and	sound	checking,	the	guitar	player	Albady	began,	
unaccompanied,	with	a	rock-style	introductory	solo,	using	a	moderately	overdriven	
tone	to	allow	for	sustained	notes	that	he	bended	emotively	in	obvious	emulation	of	
Pink	Floyd's	guitarist	David	Gilmour	(on	certain	occasions	that	are	not	weddings	the	
group	has	covered	Pink	Floyd's	"Comfortably	Numb").	After	about	four	minutes,	the	
keyboard	player	Nader	entered	and	shifted	his	improvisatory	passages	to	
unmistakable	Arab	maqām	terrain	(rāst),	using	the	pitch	wheel	to	provide	
ornamentation	and	glide	between	pitches.	After	another	four	or	five	minutes	the	
entire	band	entered	with	what	might	be	thought	of	as	a	"lēwa	skank,"	a	sharp,	stilted	
three-beat	cycle	with	a	heavy	pitched	keyboard	accent	on	the	third	beat,	a	variety	of	
drums	either	playing	all	three	beats	or	embellishing	them	by	playing	between	or	
around	them.	At	this	point	those	present	(young	males)	began	to	dance.	
	 If	we	listen	to	the	sequences	through	which	performances	are	constructed,	
we	find	several	types	of	segmentation.	As	is	very	common	among	the	festive	idioms	
of	Baloch,	Arabs,	Kurds,	Persians,	and	other	cultural	groups	of	the	greater	region,	
pieces	performed	to	inspire	and	enable	dancing	often	begin	with	a	segment	that	
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creates	a	mood	without	the	percussive	dance	rhythms	that	later	take	hold.	In	
Palestine,	Syria,	or	Lebanon,	a	dance	such	as	a	debke	or	del'una	is	often	preceded	by	
an	impassioned	mawwāl	or	'ataba.	In	each	case,	the	greater	the	sense	of	anticipation	
and	emotionally	weighted	build-up	that	precedes	the	abrupt	transition	to	an	
animated	collective	dance,	the	greater	the	intensity	with	which	participants	throw	
themselves	into	their	dancing.		
	 At	performances	of	contemporary	Makrani	popular	songs	(ganas,	sōts),	it	is	
common	for	an	impassioned	zahīrōk	to	precede	the	main	body	of	the	song,	which	
will	often	refer	directly	to	tragic	socio-political	circumstances.	By	contrast,	the	songs	
and	instrumental	passages	that	introduce	long	dance	medleys	performed	by	
Mashkatī	Baloch	wedding	bands	are	typically	sentimental,	melodramatic	
expressions	of	platonic	affection,	appealing	to	the	quotidian	longings	of	young	men	
(and	potentially	women—an	important	audience	for	these	groups)	rather	than	to	a	
consciousness	of	struggle,	tragedy,	exile,	and	oppression.	These	opening	stretches	
allow	singers,	who	are	young,	to	present	themselves	as	featured	soloists	in	a	teen	
idol	vein.	In	doing	so,	these	Baloch	wedding	performances	elide	with	the	Arab	Gulf	
mediascape	of	talent	shows	and	khalījī	pop	stars	and	with	the	expansive	world	of	
pop	music	produced	in	Mumbai	and	Karachi,	often	with	modest	inflections	of	the	
Iranian	school	of	modern	pop	balladry.		
	 While	opening	vocal,	keyboard,	and	guitar	showcases	are	quite	polished,	
tight	dance-oriented	ensemble	arrangements	often	congeal	impressively	from	a	
deliberately	unfocused	morass	of	crooning	and	tinkling.	An	informal	sense	of	
intimacy	between	performers	and	their	peers	dominates	these	introductory	
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sequences,	even	where	those	peers	are	the	youth	of	the	mītag	hovering	out	of	sight	
but	within	earshot.	
	
Fig.	9.3,	Bass	player	with	Ahlam	band	at	rehearsal,	Sidab,	Muscat,	2014	
In	the	ordered	structure	of	the	dance	pieces,	an	internal	variation	is	expressed	in	a	
number	of	ways.	First,	there	is	a	dramatic	fluctuation	in	dynamic	intensity	driven	
principally	by	the	percussion	section	but	cued	—actually	or	symbolically—by	
exhortations	from	the	main	vocalist.	Then	there	is	often	a	push	and	pull	between	
competing	themes	of	unlike	mood	and	character.		
	 To	provide	an	example,	I	refer	to	a	fragment	of	a	performance	by	al-Muna	
band	I	recorded	at	a	ladies'	henna	party	in	Wadi	Hattat.	I	was	allowed	into	this	
private	space	as	a	guest	of	the	band,	who	though	male	were	permitted	to	be	there	to	
provide	entertainment.	The	longer	segment,	nearly	an	hour,	opens	with	guest	
vocalization	by	a	child,	whose	aimless,	echo-laden	vocalizations	crystalize	in	a	
rendition	of	"the	ABC's"	to	extemporaneous	accompaniment	by	the	band	—in	turns	
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jazzy	noodling	and	a	punchy	polka-style	beat.	When	the	child	finishes,	the	band	
continues	playing	an	instrumental	jam	for	about	two	minutes,	dominated	by	the	
guitarist	Abdu's	usual	paean	to	David	Gilmour.	After	a	momentary	pause,	the	band	
picks	up	with	a	tightly	arranged	musical	potpourri	that	lasts	about	45	minutes,	
beginning	with	a	groove	established	mainly	by	guitar,	organ-voiced	keyboard,	and	a	
high	hat-dominated	drum	kit	beat.	The	guitar	pattern	recalls,	not	unsurprisingly,	
Pink	Floyd's	"Another	Brick	in	the	Wall,	part	2,"	while	the	vocalist,	Alash,	enters	
with	pop	qawwali-style	phrases,	though	the	dramatic,	sustained	tone	he	begins	on	
could	almost	be	mistaken	for	a	Carlos	Santana159	guitar	entrance	against	that	
backdrop.	I	have	isolated	six	minutes	and	twenty	four	seconds,	quite	a	bit	after	this	
opening,	for	scrutiny.	There	are	two	main	melodic	frameworks	in	interaction:	a	song	
(which	shall	henceforth	be	known	as	"song")	with	a	structure	of	recurrent	melodic	
themes	and	a	lēwa	section	that	repeatedly	interrupts	this	song.	The	song	itself	is	
subject	to	variation	in	its	melodies	and	in	the	presence	of	supporting	instruments—
notably	the	electronic	keyboard	and	the	feel	and	accent	of	the	drumming,	which	
shifts	dramatically	periodically.	
	 The	melodic	character	of	the	song	encourages	one	to	think	in	terms	of	a	key	
signature	as	would	be	specified	on	a	pop	music	chart.	Neither	is	there	an	
immediately	clear	genre	referent	nor—in	my	experience—are	the	musicians	in	
these	big	bands	inclined	to	pigeonhole	their	repertoire	by	aligning	it	with	some	
																																																								
159	I	am	attempting,	in	drawing	these	lines	of	association,	to	override	my	personal	
reactions	of	"oh,	this	reminds	me	of	such	and	such"	(except	in	the	italicized	opening	
of	this	chapter)	by	imagining,	based	on	certain	clues,	which	pop	culture	role	models	
are	actively	being	engaged	by	the	musicians	whose	performances	are	under	
discussion.	
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exterior	musical	sphere.	The	upbeat	major	scale	employed	and	the	chipper	
melodies,	devoid	of	either	a	blues-rock	style	pentatonicism	or	maqām-zahīrōk	tonal	
sequences	and	phrasing	patterns,	evokes	a	mood	more	similar	to	(a	tame	
approximation	of)	soca	than	to	salsa,	reggae,	or	Latin	rock—other	globally	diffused	
yet	tropically	branded	popular	musics	whose	instrumentation	and	ensemble	
concept	would	be	similar.	In	the	tradition	of	the	sāz	ō	dohōl160	archetype	of	Iran	and	
neighboring	regions	including	Balochistan,	the	manner	in	which	the	lēwa	phrases	
are	articulated	fits	what	Ali	Jihad	Racy	(1994:	49)	calls	"active	motivic	reiteration,"	
where	the	number	of	repetitions	of	simple	melodic	phrases	is	unspecified,	filling	a	
stretch	of	time	through	repetition	exactly	as	would	a	drumming	pattern.		
00:01	Song	melody	is	clearly	established.	
00:20	Song	continues	with	shift	in	beat,	keyboard	drops	out.	
00:46	Vocal	ornamentation	is	very	much	in	an	Urdu	style	in	its	rapid,	
terraced	ascents	and	descents.	
1:11	Break.161	
1:23	Return	to	song	form	in	a	variation.	
1:35	Vocal	descant.	
1:55	Lēwa	enters	momentarily	in	the	form	of	a	softening,	simulated	echo:	
"lēwalēwalēwalēwalēwalēwalēwa...."	
2:00	Return	to	song.	
2:02	Dramatic	swelling	of	frame	drum	intensity.	
2:10	Sustained	call	of	leeeeeeeewaaaaa,	immediately	followed	by	lēwa	theme	
on	the	keyboard.	
2:26	Drum	break	heralds	return	to	song.	
																																																								
160	Sāz	ō	dohōl	is	a	convenient	term	in	wide	use	in	Iranian	Persian	to	refer	to	the	
pairing	of	an	aerophone	or	chordophone	with	a	drum	as	festive	(especially	
wedding)	dance	occasions.	The	first	image	that	typically	comes	to	mind	would	be	of	
a	conical	double	reed	shawm	(sūrnāī)	and	double-headed	drum	(dohōl),	but	the	sāz	
could	just	as	easily	be	a	fiddle	(violin	or	kemāncheh),	a	larger	shawm	(qaranāī),	a	
bagpipe,	or	single-reed	pipe	similar	to	the	mijwiz	Racy	is	discussing	in	the	article	
cited.	
161	By	the	term	"break,"	I	mean	not	a	pause	or	a	gap,	but	a	dramatic	percussive	
interlude	that	serves	to	both	segment	the	performance	and	to	heighten	the	intensity	
and	tension	present	in	that	node	of	the	overall	stream.	
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2:40	New	vocal	part.	
2:49	New	break.	
2:54	Second	welling	up	of	frame	drums.	
3:11	Spaced	out,	rhythmic	intoning	of	"lēwa....	lēwa...	lēwa...."		
3:15	Return	to	song	vocals.	
3:24	Calling	out	lēwa,	followed	at	3:27	by	chanting	lēwa	as	an	echo	and	lēwa	
theme.	
3:43	Break	signaling	return	to	song.	
4:07	Building	chant,	followed	by	shifting	drum	textures.	
4:34	Call	of	lēwa	over	drumming	followed	by	return	to	main	song	melody.	
4:45	Segue	to	repeated	vocalization	of	lēwa	call	with	similar	intonation.	
4:49	Return	to	song.	
4:59	Call	of	lēwa	followed	at	5:01	by	keyboard	lēwa	melody.	
5:16	Return	to	song.	
5:37	New	break	and	stripped	down	drum	groove.	
	
Several	sequences	of	similar	length	were	performed	on	this	occasion	over	the	
course	of	two	or	three	hours.		
	 Inside	the	walled	space	of	the	henna	party,	I	was	permitted	to	observe	the	
band	but	I	took	care	to	avert	my	gaze	from	the	women	who	filled	the	space.	While	I	
could	discretely	record	with	my	phone,	I	certainly	could	not	take	pictures	or	video.	
In	fact,	one	of	the	elder	female	hosts	pointedly	announced	in	Arabic	over	a	
microphone	that	picture	taking	was	prohibited.	The	space—the	large	courtyard	of	a	
home—was	adorned	with	red,	green,	and	yellow	fabric	studded	with	beads	and	with	
mirrors	inlaid	at	intervals.	The	women	were	all	elegantly	attired	in	fabric	that	
matched	the	wall	trappings	and	wore	gold	bracelets,	anklets,	necklaces,	earrings,	
and	headdresses.	While	some	women	remained	seated,	others	rose	to	dance	
together	as	the	band	played.	There	was	a	side	entrance	to	the	courtyard	that	was	
tented,	and	it	was	through	this	that	I	entered	and,	I	gathered,	the	band	and	their	
equipment	had	entered.	As	the	hour	grew	later,	more	and	more	young	men	filled	
this	tented	space,	which	afforded	a	view	of	the	band	but	not	of	the	women	inside.
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	 At	other	occasions	where	the	premise	shifts	and	the	bands	are	playing	
directly	to	young	male	audiences,	more	deliberate	efforts	are	made	to	engage	them,	
at	times	whipping	them	up	into	a	frenzy	and	at	other	times	digressing	into	silliness	
and	clowning.	Like	young,	professional	wedding	performers	elsewhere	(once	again	I	
think	of	North	Kurdistan),	Mashkatī	Baloch	wedding	bands	take	on	a	dual	sense	of	
professional	responsibility—they	are	expected	to	serve	a	greater	community	at	
communal	observances	of	lifecycle	customs	while	maintaining	a	separate	
relationship	with	their	age	and	gender	peers	who	look	to	them	to	lead	the	way	in	
constituting	a	scene	possessed	of	its	own	distinct	repertoires.	
	 Gulf	Arab	and	Gulf	Baloch	scenes	and	milieus	intertwine	and	intersect	as	
young	Gulf	citizens	occupy	a	shared	position	of	having	to	invent	expressive	idioms	
that	they	can	relate	to	as	social	beings	and	similarly	position	themselves	at	the	
intersection	of	evolving	geopolitical	poles—South	Asia,	the	"West,"	and	an	Arabian	
Peninsula	in	constant	cultural	flux	along	with	Iran,	East	Africa,	and	elsewhere.	
	 An	older	Mashkatī	Baloch	singer	I	was	introduced	to	goes	by	the	name	
Mohammed	Rafi,	which	is	the	name	of	an	Indian	film	singer	who	he	admired	so	
greatly	that	he	successfully	earned	comparisons	with	him	and	took	his	name.	The	
Indian	Mohammed	Rafi's	song	melodies	have	been	freely	appropriated	by	Yemeni	
and	Kuwaiti	singers	who	have	sought	to	fuse	contemporary	Arab	and	Indian	filmi	
musical	aesthetics	as	far	back	as	the	70s	and	80s.	The	Baloch	Mohammed	Rafi	sings	
in	Baloch	but	in	a	style	reminiscent	of	his	role	model.	Today,	he	has	long	ceased	to	
pursue	a	public	presence	as	a	performer,	but—with	his	active	encouragement—his	
grown	daughter	(Asma	Mohammed	Rafi)	and	son	(Haitham	Rafi)	have	each	won	
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popular	acclaim	as	star	interpreters	of	Bollywood	songs	on	Gulf-based	talent	shows.	
Haitham	in	particular	has	found	fame	and	success	in	India,	where	he	won	the	
singing	contest	Dil	Hai	Hindustani	in	2017,	having	won	the	Muscat	Idol	talent	show	
in	2012.	He	also	records	pop	songs	in	Arabic	in	Oman.162	Again,	we	see	the	fluidity	
with	which	peninsular	Baloch	engage	with	a	range	of	non-Baloch	idioms	that	
intersect	with	the	musical	supercultures	of	Ho's	"InterAsia"	(2017:	908).	This	family	
circle	of	celebrities	is	a	source	of	pride	for	Omani	Baloch	and	a	source	of	inspiration	
for	young	Omani	Baloch	singers	such	as	Ali	Alash	and	Nadeem	Shanan,	the	former	in	
particular	cultivating	an	increasingly	Hindustani	singing	style.		
	 In	April	2019,	a	new	mall	was	opened	in	Seeb,	Muscat.	Al-Muna	band	
performed	as	part	of	a	series	of	celebrations	in	the	mall's	atriums	commemorating	
its	grand	opening.	Fragments	of	the	performances	began	to	appear	on	the	band's	
Instagram	account	and	the	accounts	of	several	of	its	members.163	The	first	clip	to	
appear	featured	Alash	singing	the	Indian	pop	song	"Chogada	Tara"	from	the	2018	
Bollywood	film	Loveyatri,	the	drummer	hitting	his	sticks	together	before	the	
percussion	section	kicked	in,	in	a	nod	to	the	choreography	in	the	video.164.	Alash	and	
the	band	were	all	strikingly	dressed	in	formal	Omani	attire,	in	contrast	with	the	
																																																								
162	Interview	with	Mohammed	Rafi,	February	17,	2015.	For	press	coverage	of	these	
musicians,	see:	https://muscatdaily.com/Archive/Features/My-Dad-My-hero-38bw	
;	https://www.youtube.com/watch?v=LM7vewGIc9Y	("Oman's	Haitham	Rafi	
interview	with	Times	TV").		
163	While	following	documentations	of	musical	performances	on	Instagram	from	
thousands	of	miles	away	is	hardly	an	adequate	substitute	for	observing	such	events	
in	person,	it	is	essential	not	to	ignore	the	way	Instagram	and	other	platforms	are	
used,	both	for	presenting	and	for	consuming	real	time	performance	events.	
164	For	this	particular	performance	I	am	referring	to	documentation	and	information	
shared	on	the	band's	and	several	of	its	members'	Instagram	accounts.	The	film	
sequence	containing	the	original	song	can	be	seen	here:	
https://youtu.be/yr7JFNsz5dU	
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jeans,	factory	frayed	denim	vests,	and	tight	t-shirts	they	generally	would	wear	at	a	
wedding	performance.	A	small	crowd	had	assembled	to	listen,	a	perfectly	random	
assortment	of	mall-goers.	There	was	nothing	to	indicate	a	Baloch	gathering,	rather	
one	might	have	guessed	that	this	lady	was	Filipino,	that	guy	was	Indian,	this	other	
lady	was	British.		
	 Watching	that	initial	fragment,	my	first	instinct	was	to	file	it	in	the	same	
category	as	the	benjū	player	on	a	small	corner	stage	at	the	Muscat	International	
Book	Fair	or	the	performance	by	the	al-Muna	at	a	public	park	event	where	they	
played	a	cover	of	Pink	Floyd's	"Comfortably	Numb."	I	thought	it	a	random	
opportunity	for	exposure	where	the	band	understood	their	place	as	a	subdued	
background	element	contributing	to	the	lively	atmosphere	of	an	environment.	
However,	subsequent	postings	revealed	that	the	crowd	grew	and	became	more	and	
more	conspicuously	dominated	by	young	men,	cheering,	clapping,	dancing,	one	
sitting	on	another's	shoulders,	many	with	phones	out	recording.	I	thus	caught	a	
glimpse	of	a	remarkable	transition.	The	starting	point,	the	opening	frame	was	al-
Muna	band	having	shifted	its	customary	surroundings	and	altered	its	presentation	
to	blend	in	with	the	brand	new	Muscat	shopping	mall.	The	point	of	subsequent	
arrival:	the	generic,	immaculate,	even	sterile	Muscat	mall	environment	transformed	
into	a	space	for	Mashkatī	Baloch	conviviality.	
	 Nadeem	Shanan,	on	the	other	hand,	often	travels	outside	of	Muscat,	to	Dubai	
or	Bureimi,	participating	at	times	in	Balochophone	versions	of	the	youth	ṭarab	jalsāt	
that	fuse	Gulf,	Hejazi,	and	Hadrami	repertoires	(as	discussed	in	Chapter	Three)	and	
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are	enormously	popular	in	Kuwait	and	Indonesia	but	increasingly	present	in	Qatar	
and	Oman	as	well.	
	 The	strong	link	between	music	and	scene	depends	on	a	continuity	between	
events.	One	may	feel	implicated	in165	a	stream	of	musical	performances	and	social	
occasions	even	when	absent	periodically.	These	events	cannot	be	reduced	to	one-off	
occurrences	or	to	their	ostensible	functions	as	wedding	entertainment,	but	rather	
represent	a	forceful	continuity.	Today,	bands	live	stream	their	performances,	their	
large	numbers	of	realtime	viewers	visible	through	the	near	constant	showering	of	
emoticons—hearts,	thumbs-ups,	laughing	faces—upon	the	frame	and	the	effusive	
compliments	typed	in	as	the	performance	proceeds.	However	preoccupied	they	are	
with	playing	music,	musicians	are	often	tuned	in	to	this	digitally	parceled	
encouragement	and	respond	in	real	time	with	smiles,	waves,	and	salutes.	Here	as	
elsewhere	in	the	world,	participation	in	musical	culture	as	a	scene	clearly	spans	
virtual	and	actual	domains	and	often	blurs	the	lines	between	them.	
9.6	The	Lyari	Connection	
Although	I	have	sought	to	draw	a	distinction	between	local	Muscat	Baloch	and	
transnational	Baloch	cultural	spheres,	parallel	motions	towards	a	modern	palate	of	
Baloch	popular	music	in	Muscat,	Karachi,	and	urban	centers	in	Makran	are	
abundant.	For	example,	the	aforementioned	pop	lēwa	arrangement	continues	to	be	a	
core	component	in	the	repertoires	of	Muscat	Baloch	wedding	musicians	in	more	
than	one	milieu.	The	pop	lēwa	does	not	employ	the	widespread	and	easily	
																																																								
165	Being	"implicated"	in	this	sense	could	be	as	simple	as	someone	remarking,	in	
one's	absence,	"I	don't	know	why	_________	isn't	here	tonight."	
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recognizable	mizmār	melody	used	in	a	traditional	lēwa	performance.	Departing	
from	this	characteristic	sūrnāi/mizmār	motif,	the	keyboard	line	emphasizes	an	
intervallic	ordering	that	may	serve	in	Karachi	to	point	to	the	Arabian	Peninsula	with	
its	prominent	usage	of	an	adjacent	minor	second	and	augmented	second	but	it	is	
also	equally	likely	that	these	phrasings	represent	a	partial	approximation	of	a	guātī	
air.	Khodabaksh	Mewal's	ensemble's	lēwa	emerges	as	a	curious	intermediary	
between	the	two.		
	 Following	a	range	of	modern	Baloch	songs	from	Karachi	that	are	melodically	
quite	similar,	many	of	the	songs	in	Khodabaksh	Mewal's	repertoire	resemble	rather	
closely	the	sonic	and	compositional	aesthetic	of	the	Karachi	pop	lēwa,	with	some	
venturing	further	into	identifiable	zahīrōk	territory	than	others.	The	electronic	
keyboard	voices	are	typified	by	a	sharp	attack	and	lingering	decay	like	an	assertive	
harpsichord,	with	others	soft	in	attack	but	shrill	in	timbre	and	played	with	a	
prominent	glissando/portamento	effect.	Also	noteworthy	is	the	persistence	of	3/4	
rhythms	played	on	drums	using	hands	and	sticks.		
	 When	the	group	plays	a	lēwa,	the	keyboard	is	omitted	in	favor	of	the	sūrnāi,	
played	by	a	musician	from	Karachi,	not	by	an	Omani	Baloch	as	in	earlier	versions	of	
his	ensemble.	Whereas	for	a	traditional	lēwa	performance,	at	least	one	upright,	
footed	drum	is	considered	essential,	the	set	of	three	congas	used	on	most	of	
Khodabaksh	Mewal's	arrangements	are	omitted	too	from	the	lēwa,	while	the	dohōl	
and	timbuk	form	the	centerpiece	for	the	lēwa	performance,	especially	the	dohōl.	
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Fig.	9.4,	Khodabaksh	Mewal's	ensemble,	Jibroo,	2015	
From	the	point	of	view	of	musical	arrangement,	the	lead	voices	are	the	singer	and	
the	sūrnāi,	which	follows	a	melody	only	in	a	very	loose	sense.	In	general,	the	
harmonically	dense	lēwa	melody	played	on	the	sūrnāī	in	any	setting,	whether	in	
Lyari,	Kuwait,	or	Muscat,	has	a	presence	as	consistent	and	distinctive	as	the	
overpowering	scent	of	suchkī/bukhūr	at	a	mālid,	and	the	chanting	of	lēwa	too	
represents	such	a	sensory	presence.	However,	watching	the	dancers—mostly	
women	but	joined	occasionally	by	an	elderly	man—we	can	see	that	the	dohōl	is	the	
explicit	object	of	their	focus.	As	they	dance	around	in	a	circle,	the	women	dancing	
most	expressively	with	their	hands,	wrists,	and	arms,	the	old	men	with	their	canes,	
it	is	a	revolving	formation	whose	focal	point	is	the	space	directly	in	front	of	the	
dohōl.	Here	women	will	even	face	the	instrument,	bend	down	to	its	level	(at	the	
height	of	the	drummer's	waist),	and	shake	their	hips	and	shoulders	at	it	before	
resuming	their	rhythmic	and	unharried	counterclockwise	perambulation,	often	
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backtracking	to	revisit	the	dohōl	once	more	before	drifting	off	on	another	complete	
rotation.	
	 While	this	lēwa	performance	is	an	extension	of	idioms	current	and	
established	among	Mashkatī	Baloch,	Khodabaksh	Mewal's	son,	one	of	the	lead	
singers	and	drummers	in	his	group,	has	described	to	me	his	habitual	acquisition	of	
the	latest	songs	produced	in	Lyari,	which	the	group	will	learn	and	play,	as	they	are	
bound	to	be	requested	by	local	Baloch.		
	 Khodabaksh	Mewal's	group	is	an	established	professional	troupe	playing	
regularly	at	weddings	in	Matrah,	Jibroo,	and	Wadi	Hattat,	but	it	does	not	fall	within	
the	coterie	of	youth	driven	bands	that	attract	an	intensely	engaged,	predominantly	
male	youth	following	(even	if	some	of	its	young	members	do	participate	in	that	
scene).	They	do	represent	an	ongoing	interface	between	the	musical	culture	of	
Baloch	Karachi	and	that	of	Baloch	Muscat.	As	a	distinctive	part	of	the	enveloping	
ambience	in	Muscat's	mītags,	it	is	an	important	voice	in	the	multi-vocality	of	Baloch	
Muscat	and	an	unambiguous	place	signifier	in	its	multi-locality.		
	 Karachi	retains	a	position	among	Baloch	in	Muscat	as	a	metropole	of	popular	
culture	and	style.	At	a	wedding	party	in	the	Khoudh	neighborhood	of	Muscat	where	
music	was	provided	by	the	local	Mashkatī	Baloch	band	al-Mayāsim	("The	Seasons"),	
the	performances	were	led	and	embellished	by	Wakar,	a	comedic	Baloch	film	actor	
based	in	Karachi,	who	had	been	hired	for	this	wedding.	Wakar	performed	lēwa	with	
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a	comic	but	politically	pointed	prelude,	freely	interchanging	lēva166	with	lebahin—
"they're	playing,"	indicating	the	global	games	countries	and	politicians	play:		
	
ala	libahiiiiiin,	leva	leavi,	levaiiiii...		
sardar	Bush	Obama	levaiiii...		
no	attention	to	problem	lebahiiiii,	abo	lebahiiiin,		
aa	levaiii,	aa	German	o	France	levaiiii,		
ay	Korea	wa	Japan	levaiii,	leva	levai,		
ay	Oman	o	Iran	libahiin,		
no	attention	to	problem	levaiii...	(CYB)	
	
He	then	pauses	to	ask,	"what	should	I	sing	for	you?"	Everyone	responds	demanding	
lēwa,	and	he	begins	to	sing	the	pop	lēwa	that	is	especially	known	in	Karachi	and	
Muscat,	with	the	band	joining	in,	as	well	as	dancers	including	myself	(owing	to	a	
certain	degree	of	pronounced	expectation)	and	the	professional	jenīnū.	He	continues	
to	insert	his	fragmented	commentary	about	the	international	community	giving	"no	
attention	to	problem"	as	he	sings	"leva	leva	leva..."	Comedic	charisma	is	a	valued	
attribute	in	this	milieu,	spanning	the	popular	affinity	for	Wakar,	Shanan,	and	even	
Khodabaksh	Mewal,	who	at	times	dances	for	comedic	effect.				 	
9.7	Muscat's	Baloch	Internationalist	Arts	Community	
Noora	al-Meer	grew	up	in	Muscat	and	is	a	graduate	student	in	Chicago,	returning	
home	to	Muscat	when	she	is	not	occupied	with	her	studies	and	other	travels.	While	
she	has	not	embraced	music	as	a	career,	she	is	an	active	singer	and	songwriter	and	
has	received	encouragement	in	particular	from	prominent	Stockholm-based	Baloch	
																																																								
166	Lēwa	and	lēva	are	interchangeable	pronunciations.	Arabic	tends	not	to	use	a	v	
sound,	and	Baloch	favors	w	over	v.	At	the	same	time,	it	is	widely	believed	the	word	
lēwa	comes	from	Swahili	leva	(drunk),	though	Mtoro	bin	Mwinyi	Bakari	(1903:	159-
157)	givens	pepo	wa	lewa	as	the	name	of	a	ritual	using	a	piper	(mpiga	zumari)	
associated	with	"dizziness."	This	issue	has	been	discussed	in	Chapter	Five.	
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singer	Rostam	Mir	Lashari,	who	is	interested	in	forging	new	musical	vernaculars	for	
contemporary	Baloch	song.	In	a	vein	somewhat	reminiscent	of	American	folk-
inflected	indie	rock,	she	sings	songs	in	Baloch	in	a	soft,	pleasantly	husky	voice	to	the	
gentle	accompaniment	of	the	ukulele,	which	she	plays.	Rostam	Mir	Lashari	wanted	
to	collaborator	with	her	on	live	performances	in	defiance	of	socially	conservative	
constraints	placed	upon	women	in	both	Iran	and	the	Gulf	States	(personal	electronic	
communication	with	Noora	al-Meer).	
	 Her	involvement	with	music,	Baloch	or	otherwise	started		
through	Rostam	Mir	Lashari,	his	own	work	is	focusing	on	reviving	
Balochi	music,	for	that	he	had	two	bands,	the	Golband	band	which	he	
tried	to	bring	Balochi	music	up	in	fusion	with	other	music,	then	he	had	
the	Padik	band	with	[Abdurrahman]	Surizehi	and	[Anne]	Hytte	[sic]	
where	it	was	more	traditional	Balochi	music.	He	separated	those	two,	
traditional	and	fusion/world	music.	What	he	later	wanted,	was	for	a	
girl	to	be	on	stage	with	him	to	sing.	Of	course	in	Iran	it's	not	allowed	
to	be	a	female	soloist,	and	that,	as	well	as	the	more	conservative	
Muslim	wave	across	Baluchistan	also	had	its	affect	[sic],	and	when	you	
previously	had	Baluchi	female	soloists	like	Sharipa	Sawti	and	Amina	
Totti,	you	hardly	hear	of	any	new	Balochi	female	soloists.	(ibid.)	
	
According	to	Noora	al-Meer,	Abdulrahman	Surizehi	was	less	receptive	to	this	project	
of	reimagining	the	aesthetics	of	Baloch	musical	performance.	Surizehi	felt	that	in	the	
absence	of	a	general	familiarity	with	traditional	Baloch	musical	repertoires,	
audiences	would	be	misled	by	the	various	kinds	of	fusion	and	reinterpretation	being	
proposed:	"He	wanted	there	first	to	be	a	clear	basis	that	we	can	then	divert	from."	
Nonetheless,	Noora	al-Meer	continues,		
When	comparing	the	ukulele	covers	to	the	Indian-influenced	Balochi	
music,	Rostam	and	Surizehi	preferred	the	ukulele	ones.	Mostly	
because	a	lot	of	non-Baloch	Omanis	started	saying	that	they	are	
listening	to	Balochi	songs	for	the	first	time	with	the	ukulele	covers.	Of	
course	my	work	is	more	influenced	by	my	favorite	music	genres,	more	
on	the	low-fi	folk/pop	side.(ibid.)		
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	 Noora	al-Meer	never	actually	went	on	to	perform	with	Rostam	Mir	Lashari	
but	her	recordings	of	Baloch	songs	with	ukulele	accompaniment	have	been	well	
received	and	widely	circulated	via	the	online	platforms	on	which	she	has	made	them	
available.	They	are	well-known	to	many	Baloch	in	Muscat.	
	 The	poet	Lubna	al-Balushi	offers	another	unique	case	of	a	Muscat-based	
Baloch	artist	constructing	an	interlocal	multiplicity	of	geographic	frames.	Lubna	al-
Balushi	enrolled	in	German	classes	at	the	Goethe	Institute	in	Muscat	for	professional	
reasons,	but,	already	a	lover	of	poetry,	she	became	increasingly	taken	with	German	
as	a	language	of	literary	prose	and	poetry.	As	she	progressed,	she	received	an	
opportunity	to	study	in	Freiburg,	Germany	and	was	able	to	steadily	build	her	
confidence	in	speaking	and	writing	in	German	and	began	to	compose	poetry	in	
German.	She	published	a	book	of	verse,	Schönheit	des	Herzens,	which	was	modestly	
publicized	in	Oman	as	the	work	of	an	Omani	poet,	with	German	and	Swiss	
institutions	in	Muscat	giving	receptions	for	her.	
	 Encouraged,	she	went	on	to	produce	similarly	themed	poetry	in	Arabic,	
English,	and	finally,	in	Baloch.	One	of	her	Baloch	poems	was	then	set	to	music	by	
rock/pop	musician	and	bandleader	Nabil	al-Balushi	and	recorded	by	the	
aforementioned	singer	Hussein	Sapar.	Regardless	of	the	language,	the	tone	of	her	
poetry	is	sentimental,	wholesome,	and	abstracted	from	any	real	life	geopolitical	
frame	and	in	many	cases	we	find	her	essentially	translating	the	same	works	from	
one	language	to	another.	Where	the	active	communities	of	Baloch	poets	dispersed	
throughout	the	GCC	states	essentially	fly	under	the	radar	of	the	societies	in	which	
they	live,	Lubna	al-Balushi	is	a	public	participant	in	Omani	society,	conforming	to	its	
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demands	and	limits.	
	 However,	her	activities	have	stimulated	interest	from	within	the	sphere	of	
Baloch-oriented	media.	She	was	interviewed	(in	English)	by	the	site	
thebalochnews.com,	where	she	was	asked	about	the	extent	to	which	she	addressed	
themes	relevant	to	a	Baloch	cultural	outlook.	She	answered	pointing	to	one	poem	
patterned	on	a	traditional	Baloch	lullaby,	explicitly	comparing	it	with	a	song	
recorded	by	Rostam	Mirlashari	for	the	popular	Pakistani	televised	music	platform	
Coke	Studio,	and	adding,	"another	poem,	'Ae	Wattan	Ae	Dill,'	[Oh	homeland	oh	
heart]	draws	immediate	glance	[sic]	to	the	situation	of	Wattan	[the	homeland]	and	
links	the	same	to	love	story.	So,	whatever	happens,	there's	no	place	that	deserves	
more	attention	&	caring	than	Wattan.	Isn't	it	finally	Wattan	that	brings	us	all	
together?"	(thebalochnews.com)	
	 She	went	on	to	cite	Sayyed	Hashemi,	Major	Majid,	and	Mohsin	Iman	as	three	
Baloch	poets	and	literary	figures	she	admires.	Readers'	comments	however	question	
the	extent	to	which	she	is	working	to	raise	awareness	of	the	problems	faced	by	
Baloch	in	Balochistan	and	Karachi	and	urge	her	to	be	more	active	in	Baloch	forums	
if,	as	she	claims	in	the	interview,	she	hopes	her	writing	will	inspire	and	entice	out	
into	the	open	the	"hidden	female	writers	of	Balochistan."	(ibid)	
	 Another	young	Omani	Baloch	woman,	Mujna	al-Musafer,	is	a	filmmaker	
specializing	in	poetic	documentary	and	fictionalized	realist	cinema.	Al-Musafer	also	
has	studied	in	Germany	and	currently	produces	shows	for	Oman	National	TV's	
Culture	Channel	and	is	one	of	the	organizers	of	the	new	Muscat	International	Film	
Festival.	Her	films	are	textural	portraits	of	different	facets	of	Oman's	cultural	and	
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historical	landscape.		
	
Fig.	9.5,	Poster	for	Cholo,	by	Muzna	al-Musafir	
Cholo	is	a	short	film	focused	on	the	reunion	of	two	young	brothers,	one	who	
relocated	with	some	of	his	family	to	Muscat	and	the	other	who	lives	in	Zanzibar.	
Filmed	in	Zanzibar,	with	dialogue	in	Swahili,	the	film	was	meant	as	an	illustration	of	
the	ongoing	link	between	Oman	and	Tanzania,	according	to	Muzna	al-Musafer	in	an	
interview	she	gave	at	a	film	festival	in	Berlin	(Berlinale	Talent,	in	February	2018).	
When	I	met	her,	she	was	working	on	a	short	film	to	be	set	in	Dhofar,	in	a	Jebeli	
speaking	community,	with	an	explicit	consciousness	of	the	mid-twentieth-century	
conflict	between	Dhofaris	and	the	Sultan's	government.	
	 Another	short	film	of	hers,	Niqab,	focuses	on	the	theme	of	veiling	and	the	
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multiplicity	of	ways	a	young	woman	can	imagine	herself	as	both	a	physical	presence,	
the	object	of	perception,	and	as	an	emotional	being.	Accompanying	a	succession	of	
disembodied	images	of	herself,	with	varying	postures	and	attire,	her	narration	in	
English	proclaims,	"Inside	me	there	is	a	lonely	child...	or	a	loving	mother...	or	an	
angry	prostitute,"	and	further	along,	"nobody	was	born	with	Niqab	on	his	face,	
except	for	me."	
	 When	I	spoke	with	her,	making	the	rounds	from	airy,	beachside	Azaiba	to	
time	worn	Matrah,	where	she	frequently	visits	Baloch	shopkeepers	and	vendors	of	
the	old	souq,	she	emphasized	many	of	the	same	objectives	she	has	set	forth	in	
interviews	before	and	since.	Her	aim	in	much	of	her	work	is	to	flesh	out	a	more	
complex	and	palpable	depiction	of	Omani	society,	and	to	work	towards	a	cinematic	
language	capable	of	speaking	of	murky	interiors	and	life's	stark	surfaces.	
	 Muzna	al-Musafer	does	not	necessarily	identify	herself	as	Baloch	in	
interviews	at	Gulf	or	European	film	festivals.	She	is	presented	as	Omani,	and	the	
"we"	that	she	employs	refers	to	Omanis	specifically	and	citizens	of	Gulf	countries	
more	broadly,	at	times	speaking	more	directly	for	herself	and	from	the	explicit	
perspective	of	a	woman.		
	 A	remarkable	project	of	hers	was	to	mentor	a	first	time	filmmaker	in	Muscat,	
as	part	of	a	Danish-Jordanian	sponsored	workshop	called	"Stories	Untold."		This	
effort	led	to	the	production	of	Pashk,	an	eleven-minute	short	directed	by	a	middle-
aged	Baloch	woman	from	Matrah,	Fatma	Hassan,	with	Muzna	al-Musafer	assisting	as	
"tutor"	and	co-director.	The	film	is	a	portrait	of	Baloch	life	and	community	in	
Mutrah,	chronicling	the	connection	with	Khoudh,	as	the	inhabitants	spread	out	to	
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other	sections	of	the	city,	and	the	life	of	the	souq.	At	one	point	the	filmmaker	and	her	
sister	are	at	a	tailor's	in	the	souq	and	the	sister	attempts	to	haggle—"I	came	all	the	
way	from	Khoudh!"—but	to	no	avail.	Truly,	for	those	without	a	great	deal	of	time	
and	energy	and	little	disposable	income,	frequent	transit	between	the	northern	
expanse	of	Muscat—Hail,	Khoudh,	Maabela,	and	Seeb—and	Old	Muscat	to	the	south	
(Matrah,	Jibroo,	Muscat,	and	Sidab)	is	not	easy,	though	a	new	bus	service	has	just	
started.	Taxis	are	prohibitively	expensive	while	the	routes	of	the	very	affordable	
shared	vans	take	a	great	deal	of	coordination,	this	roundabout	to	that	roundabout,	
plying	the	main	roads.	
	
Fig.	9.6,	Poster	for	Pashk,	by	Fatma	Hassan	
The	dialogue	is	in	a	mixture	of	Baloch	and	Arabic	and	vividly	reflects	on	the	Baloch	
character	of	the	area,	with	the	word	mītag	consistently	employed.	One	neighbor,	
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speaking	Baloch,	is	asked	to	talk	about	the	Baloch	generally.	"We	Baloch	have	two	
ears	and	one	nose!...,"	he	proclaims,	before	putting	up	his	arms	in	a	farewell	greeting	
and	turning	away,	"Enough	about	the	Baloch...."	
	 What	the	filmmaker	emphasizes	above	all	with	the	arc	of	the	film	is	a	cluster	
of	material	artifacts	and	habitual	actions	that	are	linked	by	the	women	of	her	
community	to	wedding	festivities	as	an	expression	of	Baloch	heritage.	The	visits	to	
the	tailor	are	centered	on	choosing	patterns	and	embroidery	that	reflect	Balochistan	
in	their	technique	and	motifs	and	that	will	be	worn	at	the	various	phases	of	the	
wedding.	She	even	displays	a	miniature	replica	of	the	highly	adorned,	colorful	tent	
(Arabic:	khaima)	that	acts	as	a	threshold	between	bridal	space	and	the	groom	until	
the	wedding	reaches	its	culminating	stage	of	union.	Apart	from	such	decorative	
aspects,	we	see	fragments	of	a	henna	party	with	Khodabaksh	Mewal's	group	playing	
and	we	see	women	smoking	a	chillem	that	we	are	informed	is	an	essential	wedding	
refreshment	for	the	women.	The	on-screen	chillem	itself,	we	are	told,	is	from	
Makran.		
	 It	is	clear	that	Muzna	al-Musafer	is	working	to	expand	an	international	
understanding	of	the	fabric	of	Omani	society,	of	which	Baloch	communities	form	an	
important	portion,	but	even	in	Pashk	one	senses	something	of	the	sensitivity	
surrounding	the	issue.	Even	within	Muscat,	these	women	are	actively	working	to	
break	down	the	social	barriers—real	and	imagined—that	often	separate	local	and	
transnational	orientations.		
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9.8	A	Gradual	Convergence	Between	Transnational	and	Local	Idioms	
One	evening	a	Baloch	friend,	a	first	generation	Omani	citizen,	invited	Rahmat	
Hassan	Khamis	al-Baloch,	Mohammed	Rafi,	Rashed	Sabz,	Jamil	Magsi,	and	Major	
Majid	to	his	home	as	part	of	his	ongoing	efforts	to	organize	gatherings	for	the	
purpose	of	addressing	the	disunity	he	perceives	among	Muscat's	disjunct	Baloch	
social	spheres.	Rahmat	Hassan,	Rashed	Sabz,	and	Jamil	Magsi	were	able	to	attend	
and	performed	together	for	other	invited	guests,	mostly	members	of	Muscat's	
Baloch	literary	community.	
	 Of	course	when	big	names	like	Aref	Baloch	and	Shajan	Dawoodi	come	from	
Balochistan,	large	events	attract	a	wide	cross	section	of	the	Baloch	communities	and	
geographies	of	Muscat,	so	that	the	same	regular	male	dancers	are	found	both	at	
these	events	and	at	weddings	where	the	local	big	bands	play.	Increasingly	local	and	
visiting	Baloch	musicians	have	come	to	share	bills	for	major	events.	Of	even	greater	
interest	perhaps	is	a	kind	of	reinclining	towards	Makrani	sounds	and	genres.	
Listening	carefully	to	the	keyboard	synthesizer	parts	to	many	of	the	songs	played	by	
large	Baloch	wedding	bands,	there	are	points	where	repeated	figures	overlap	
directly	with	what	a	benjū	player	might	play,	which	might	have	been	adopted	farther	
back	from	surōz,	vocal,	or	dōnelī	melodies.	A	more	direct	awakening	to	Balochistan	
as	a	sphere	of	belonging	among	young	Mashkatīs	is	embodied	in	the	politicized	
outlooks	of	young	Mashkatī	Baloch	rap	artists	and	rap	fans.	
	 Among	the	most	vocal	and	high	profile	Baloch	rappers	in	Muscat	is	Haitham	
Soundkiller	(Haitham	al-Zadjali),	based	in	Maabela,	the	large,	ever-growing	
extension	of	Muscat	to	the	north	of	the	center.	A	close	associate	and	collaborator	of	
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Haitham	Soundkiller	is	Prince	Adool,	a	Baloch	rapper	based	in	Bahrain,	paralleling	
the	connections	maintained	by	poets	and	activists	across	Gulf	states.	The	clear	
objective	for	both	of	these	and	other	Baloch	rappers	is	explicitly	nationalistic,	
praising	Balochistan,	its	people,	leaders,	and	freedom	fighters,	and	decrying	the	
oppression	of	Baloch	implemented	by	the	states	of	Pakistan	and	Iran.	
	
Fig.	9.7,	Haitham	Soundkiller	flashing	W	for	watan	(homeland)	sign,	courtesy	
Haitham	Soundkiller	
	
This	is	largely	a	bedroom	endeavor—live	hip	hop	performances	have	yet	to	catch	
on,	due	mainly	to	the	rhythms	of	residential	spaces,	where	weddings	are	accepted	
fixtures	but	rap	shows	would	not	necessarily	be,	especially	if	they	were	understood	
to	promote	political	activism	in	an	obvious	fashion.	Therefore,	the	primary	space	for	
exposure	and	consumption	Haitham	Soundkiller	and	Prince	Adool	look	to	is	of	
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course	social	media.	Stylistically,	both	the	music	and	the	casual	demeanor	of	these	
young	men	are	anchored	in	an	ethos	of	nonchalant	dissonance,	with	the	out-of-tune	
melodized	refrains	on	Prince	Adool's	tracks	recalling	(though	he	has	revealed	no	
consciousness	of	this	phenomenon)	the	despresyon	stila	("depression	style")	
popular	in	some	(especially	Kurdish)	rap	milieus	in	Turkey,	where	an	abrasively	
sing-song	melody	is	rendered	even	more	abrasive	by	being	sung	with	a	slack	
intonation	and	lazy	enunciation.	
	 While	the	musical	features	associated	with	Baloch	folk	music	are	usually	
entirely	absent	from	the	songs	created	and	recorded	by	these	young	rap	artists,	my	
interactions	with	them	and	my	observation	of	their	self-representation	on	social	
media	and	to	some	degree	the	recordings	themselves	have	illustrated	to	me	that	
they	are	clearly	attuned	both	to	ongoing	events	in	Balochistan—the	political	crisis,	
armed	confrontations,	disappearances	of	activists	and	community	members	and	to	
developments	within	the	Peninsular	literary	community,	such	as	the	recent	passing	
in	early	2018	of	Abdulmajid	Gwadari,	poet	and	author	of	the	text	of	the	unofficial	
Baloch	national	anthem,	mentioned	several	times	in	the	preceding	chapters.	
	 There	are	of	course	Baloch	rap	groups	in	Karachi,	associated	above	all	with	
communities	in	Lyari,	and	this	is	one	of	many	respects	in	which	Karachi	serves	as	a	
metropole	with	a	leading	role	in	orienting	culture	production.	A	2019	article	in	the	
South	China	Morning	Post	credited	to	the	Agence	France-Presse,	describes	a	
rennaisance	in	open	youthful	creativity	in	Lyari	in	the	wake	of	government	
operations	beginning	in	2013	that	diminished	the	presence	of	some	of	Lyari's	
notorious	gangs:	"The	embattled	neighborhood	now	clings	fiercely	to	its	reputation	
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for	producing	top	footballers,	iron-chinned	boxers,	and,	most	recently,	socially	
conscious	rappers"	(AFP	2019).		
	 A	representative	Baloch	rap	group	from	Karachi,	Lyari	Squad,	consists	of	
rappers	Marshall	(Abdullah	Baloch)	and	S.A.B.	(Syed	Anush	Baloch).	The	lyrics	
essentially	endeavor	to	represent	Lyari	and	the	performers	as	representatives	of	
Lyari.	It	would	be	difficult	for	professional	musicians	operating	in	the	open	in	
Pakistan,	even	with	all	the	connotations	of	criminality	and	speaking	truth	to	power	
that	hip	hop	has	accrued	as	a	mode	of	social	expression,	to	openly	align	themselves	
with	an	armed	struggle	against	the	government	and	military/security	forces	of	
Pakistan.	Baloch	rappers	in	the	Gulf	however—like	Haitham	Soundkiller	and	Prince	
Adool—are	primarily	fixated	on	revolutionary	struggle	in	their	lyrics.	Lyari	Squad	
can	be	distinguished,	in	their	tenor,	from	other	Lyari	rap	crews	like	Lyari	
Underground,	in	their	use	of	Baloch	language	in	contrast	with	the	latter's	use	of	
street	Urdu,	which	has	afforded	Lyari	Underground	a	platform	on	Coke	Studio	(a	
music-oriented	series	produced	and	shot	in	Karachi	that	I	discuss	in	more	depth	in	
Chapter	Eight)	and	other	media	outlets.	Haitham	Soundkiller's	"Mae	Watan"	("Our	
Homeland")	featuring	illEagle	Aliens,	opens	with	the	chant,	"Man	Baloć	an,	yak	roć	
Pakistan	pruśan."	(I	am	the	Baloch,	who	one	day	will	break	Pakistan.")	As	circulated	
on	YouTube,	the	song	is	accompanied	by	a	video	consisting	of	roughly	edited	footage	
of	Pakistani	military	aggression	in	Balochistan—Pakistani	soldiers	menacing	Baloch	
civilians,	corpses	of	murdered	Baloch	civilians,	buildings	on	fire,	exploding	
mountainsides,	intercut	with	scenes	of	Baloch	Liberation	Army	foot	soldiers	training	
in	mountain	and	desert	environments.	
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	 Haitham	Soundkiller	opens	another	track	"Tou	Balach	Ey"	("You	are	Balach")	
by	situating	his	listener	within	the	lineages	of	Baloch	national	heroes	Balach,	
Chakar,	Kambar,	and	Akbar	and	then	foresees	his	own	murder	by	Pakistani	state	
forces,	his	body	dumped	anonymously	like	those	of	many	martyrs	and	expressing	
his	hope	that	the	attrocities	in	Balochistan	will	attract	as	much	global	notoriety	and	
condemnation	as	those	of	Daesh	and	the	Taliban.	
	 Muscat's	local	scenes	of	musicians—professional	and	amateur—diverge	
from	transnational	circuits	that	foreground	Makrani	musicians	and	their	
performances	and	recordings,	with	Muscat's	Baloch	neighborhoods	constituting	an	
environment	for	culture	production	distinct	from	Makran	and	Karachi.	The	absence	
of	explicit	reference	to	Balochistan	and	Baloch	politics	in	the	repertoires	of	Mashkatī	
Baloch	wedding	bands	amplifies	the	drive	and	the	impact	of	rap	songs	that	place	the	
Baloch	political	struggle	squarely	at	their	center.	These	distinctions	in	ideological	
and	social	orientation	and	scale	help	to	establish	fluid	spheres	of	belonging	ranging	
from	transgenerational	community	modes	of	aggregation	with	peripheral	nodes	of	
youth	consciousness	to	focused	microscenes	strongly	aligned	with	specific	idioms.	
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Coda	
	
	
I	am	sitting	with	two	Baloch	citizens	of	Norway	at	the	cafe	of	the	Film	Museum	on	
Dronningens	Gate	in	Oslo	in	the	summer	of	2018.	Of	the	two	women,	one	is	Mehrnaz	
Surizehi,	the	daughter	of	Abdurrahman	Surizehi.	They	are	describing	for	me	the	place	
of	music	in	the	Baloch	communities	of	Scandinavia,	particularly	Stockholm	and	Oslo.	
They	estimate	that	there	are	500	Baloch	in	Oslo,	while	thousands	reside	in	Stockholm	
and	elsewhere	in	Sweden.	The	Baloch	in	Oslo	all	know	each	other,	they	tell	me.	In	the	
past,	when	Abdurrahman	Surizehi	was	active,	there	was	more	of	an	infrastructure	for	
performances	of	Baloch	folk	music.	Today,	manifestations	of	Baloch	traditional	music	
in	Scandinavia	do	not	extend	much	beyond	Rostam	Mirlashari's	efforts	to	promote	
Baloch	culture.	Abdurrahman's	Surizehi's	daughter,	Mehrnaz,	is	excited	about	an	
upcoming	wedding	in	Stockholm	that	is	to	be	the	marriage	of	two	Baloch	(as	opposed	
to	the	more	locally	common	marriage	of	a	Baloch	to	a	non-Baloch),	and	accordingly,	
the	traditional	features	of	a	Baloch	wedding	are	expected	to	be	much	more	fully	
fleshed	out.		
	 As	in	the	Gulf,	Baloch	in	Scandinavia	are	active	in	spheres	of	popular	culture	
that	extend	beyond	the	confines	of	Baloch	culture	and	community.	They	tell	me	about	
a	hip	hop	duo	in	Sweden—Lash—that	consists	of	two	sisters	who	rap	in	Swedish	
liberally	peppered	with	Baloch.	They	are	openly	gay	and	publically	supported	by	their	
mother,	who	has	a	reputation	as	a	religiously	conservative	woman.	Their	audience	is	
broad,	in	no	sense	restricted	to	Baloch,	and	they	use	their	platform	to	try	to	build	
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awareness	of	Baloch,	Middle	Eastern,	and	queer	experiences	among	their	youthful	
Swedish	audience.	Mehrnaz	herself	is	a	singer	who	works	in	an	RnB	style.		
	 Abdurrahman	Surizehi	unexpectedly	comes	to	join	us.	He	lives	next	door,	in	the	
very	building	where	I	am	staying,	thanks	to	my	wife's	airbnb	sixth	sense.	He	is	warm	
and	relaxed,	but	he	doesn't	stay	long.	Two	non-Baloch	Pakistanis	happen	by	and	he	
starts	reciting	some	verses	by	Ghalib	and	takes	his	leave,	wandering	off	with	these	
friends.	
	
Consistent	with	the	limitations	of	virtually	any	ethnographic	project,	I	cannot	claim	
here	to	have	presented	in	my	data	or	my	findings	a	comprehensive	picture	of	the	
cultural	terrain	I	have	isolated	for	study.	I	have	largely	been	concerned	with	de-
isolating	this	terrain	by	expanding	the	frame	of	ethnographic	representation	in	
which	it	is	centered.	Global	flows	of	culture	present	inexhaustible	topics	for	
discussion	and	analysis,	guiding	the	historiographic	imaginations	of	scholarly	
cohorts	and	the	problematizing	of	tendencies	towards	firm	delineations	of	bounded	
cultural	worlds.	I	have	taken	two	broad	but	intersecting	perspectives—the	study	of	
(Makrani)	Baloch	culture	and	the	study	of	peninsular	Gulf	societies.	Foregrounding	
domains	of	cultural	performance	incorporating	musical	and	ritual	practices,	I	have	
sought	to	flesh	out	their	intersection	as	predicated	on	a	range	of	social	and	spatial	
configurations	that	inform	the	production	and	transmission	of	meaning.		
	 I	have	sought	to	illustrate,	concurrently	with	my	efforts	to	present	similar	
arguments	regarding	the	interregional	and	transnational	circuitry	of	Kurdish	music	
and	culture,	just	how	interdependent	and	mobile	individual	and	communal	agents	of	
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Baloch	culture	and	identity	are,	whether	performers	or	patrons.	Had	I	approached	
this	subject	without	first	honing	in	on	the	Baloch	communities	of	the	peninsular	Gulf	
cities,	I	am	confident	that	the	study	would	have,	on	its	own,	gravitated	towards	the	
centrality	of	that	region	as	a	site	for	cultural	activity	and	a	node	for	the	intersection	
of	various	currents	of	political,	cultural,	and	literary	activism.	
	 Each	of	the	core	chapters	of	this	work	could	easily	have	been	expanded	into	
its	own	dissertation,	and	accordingly	I	have	had	to	condense	or	curtail	much	larger	
potential	discussions.	It	has	been	of	vital	importance	to	me	to	convey—in	a	kind	of	
multi-frame	parallax	perspective—just	how	vividly	intertwined	the	historical	
experiences	of	Baloch	in	the	Gulf,	in	East	Africa,	and	in	Balochistan	and	adjacent	
regions	of	Iran	and	Pakistan	have	been.		
	 The	position	of	Baloch	as	an	ethnolinguistically	distinguished	collectivity	
with	aspirations	to	nationhood	points	to	commonalities	with	Kurds,	Imazighen	
(Berbers),	Uighurs,	and	other	groups,	with	many	analogous	instances	of	music	being	
employed	as	expressive	of	identity,	tradition,	and	political	resolve.	The	juxtaposition	
of	the	need	to	maintain	"traditional"	repertoires	with	various	ways	of	engaging	with	
neighboring,	often	dominant	cultural	groups	as	well	as	with	overarching	
transregional	or	global	cultural	and	ideological	structures	is	common	to	Kurdish,	
Amazigh	(Berber),	and	Baloch	modes	of	self-representation	(for	Amazigh	cases,	see	
Goodman	2005	and	Silverstein	2010).	The	political,	literary,	and	ritual	worlds	that	
intersect	with	Makrani	Baloch	cultural	agency	are	regional	(the	Gulf),	supraregional	
(South/West/Central	Asian),	transregional	(the	Indian	Ocean	world),	and	global.	
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	 The	researching	and	writing	of	this	dissertation	has	immediately	found	its	
way	into	dialogue	with	an	array	of	ongoing	conversations	about	changing	
conceptions	of	nation,	territory,	and	locality.	In	his	essay	"Sovereignty	Without	
Territoriality:	Notes	for	a	Post-National	Geography,"	Arjun	Appadurai	writes	
	These	disjunctures	in	the	links	among	space,	place,	citizenship,	and	nationhood	
have	several	far-reaching	implications.	One	of	these	is	that	territory	and	
territoriality	are	increasingly	the	critical	rationale	of	state	legitimacy	and	state	
power,	while	ideas	of	nation	seem	increasingly	driven	by	other	discourses	of	loyalty	
and	affiliation—sometimes	linguistic,	sometimes	racial,	sometimes	religious,	but	
very	rarely	territorial.	(Appadurai	1996b:	48,	emphasis	in	original)	
	
The	concept	of	Baloch	nationhood	is	not	confined	to	Baloch	resident	in	Balochistan,	
and	the	imprecise	boundaries	of	Balochistan	render	it	a	broader	geocultural	
construct	than	would	be	suggested	by	the	term	territory.	This	more	expansive	and	
more	fluid	mapping	of	the	sites	and	settings	where	Baloch	culture	is	sited	speaks	
directly	to	Appadurai's	advocacy	for	the	term	"ethnoscape"	(1991:192)	while	in	his	
aforementioned	discussion	of	"post-national	geography"	he	very	aptly	cites	Michael	
J.	Shapiro	and	the	notion	of	"'post-sovereign'	moral	geographies"	(ibid	41).	In	the	
case	of	Baloch,	a	territorial	allegiance	remains	intact	while	any	legitimacy	in	the	
exercise	of	sovereignty	over	territory	is	suspended	pending	the	exercise	of	morality	
and	justice	over	territory.	In	their	relations—as	citizens	and	non-citizens—with	
Oman,	Bahrain,	and	the	other	Gulf	states,	and	in	their	transnational	circuits,	Baloch	
participate	in	the	"graduated	sovereignty"	pinpointed	by	Aihwa	Ong	(1999:	217)	in	
the	absence	of	any	sense	of	sovereignty	on	their	own	terms.		
	 Having	a	sound	moral	orientation	with	respect	to	the	nuances,	complexities,	
and	innate	diversity	of	a	given	territory	can	stand	as	evidence	that	it	is	one's	own,	
that	one	knows	it	intimately	and	can	be	entrusted	with	it	even	without	following	a	
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perhaps	outmoded	model	of	sovereignty	as	represented	by	the	nation-state	idea.	It	
is	important	to	ask:	to	what	extent	are	Baloch,	in	the	struggle	to	wrest	Balochistan	
from	the	jurisdiction	of	Pakistan	and	Iran,	"complicit	in	reproducing	modernity's	
dominant	territorial	imaginary"	(Shapiro	1994:	480)?	Like	Kurdistan	and	so	many	
other	regions	of	both	real	and	imagined	belonging,	Balochistan	overlaps	other	
geographic	ideas	without	actually	disrupting	the	extent	to	which	these	too	are	both	
real	and	imagined.	The	existence	of	multiple	accounts,	sketched	out	in	Chapter	One,	
of	how	Baloch	got	to	where	they	are	and	how	a	Baloch	ethnolinguistic	identity	was	
formed	reinforces	the	axiom	that	culture	and	identity	cannot	be	treated	as	fixed,	
stable	entities.	
	 Today,	Baloch,	Kurds,	and	Imazighen	offer	notable	examples	of	group	
affiliations	that	are	post-national	in	contradistinction	to	a	logic	of	nation	as	an	
enclosed,	governed	territory.	Yet	the	iconography	of	nation	and	territory—so	often	
expressed	through	music,	dance,	dress,	cuisine,	and	literary	artifacts—serves	to	
bind	together	as	collectives	otherwise	variegated	groups.		Rather	than	considering	
each	as	an	isolated	case,	the	simultaneity	of	the	subjugation,	cultural	erasure,	and	
precarity	faced	and	endured	by	Baloch,	Kurds,	Uighurs,	Palestinians,	Assyrians,	
Imazighen,	Rohingya,	indigenous	communities	of	Siberia,	the	Americas,	Australia,	
and	Pacific	Islands,	and	post-colonial	subjects	and	slave	descendent	peoples	(among	
others)	poses	a	cumulative	and	ongoing	challenge	to	the	dominance	of	a	world	
order	by	the	most	prosperous,	militarized,	and	stable	nations.	
	 Stateless	groups	that	aspire	to	statehood	based	on	historical	territorial	
claims,	or	that	reject	the	notion	of	statehood	as	an	ordering	principle	for	earthly	
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habitation	are	burdened	with	having	to	advance	a	counterclaim	to	the	territories	
claimed	by	extant	nation-states,	so	that	their	territorial	concerns	are	necessarily	
amplified.	However,	one	of	the	senses	in	which	territorial	concerns	and	demands	
are	amplified	lies	in	the	fluidity	with	which	these	groups	distribute	their	presence	
and	activities,	and	grant	concessions	to	other	groups	who	share	or	contest	their	
territorial	claims.		
	 Despite	a	shared,	often	intensely	determined	desire	for	an	independent	state,	
Baloch	demands	are	not	exclusively	trained	on	a	narrowly	defined	piece	of	real	
estate.	It	is	most	crucial	that	they	be	permitted	to	be	Baloch	citizens	and	freely	make	
use	of	and	ultimately	profit	from	the	land	that	they	inhabit	and	share	with	other	
groups.	Kurds,	likewise,	in	advancing	the	case	for	self-determination,	emphasize	
their	awareness	of	the	ethno-linguistic	pluralism	inherent	to	the	social-cultural	
landscape	that	they	conceptualize	as	Kurdistan,	going	so	far	as	to	openly	
acknowledge	their	role	in	massacring	and	expelling	millions	of	Armenians	along	
with	large	numbers	of	Assyrians	and	Yezidis	from	a	land	that	previously	was	far	less	
conspicuously	dominated	by	a	Kurdish	majority	(Khatachadourian	2014,	Geerdink	
2015).	Maria	Koinova	(2019:	1899-1903)	contemplates	the	extent	to	which	
Assyrian,	Armenian,	and	Kurdish	diaspora	communities	work	together	to	build	
coalitions	to	address	the	state	violence	and	cultural	and	political	constraints	they	
have	endured.	She	observes	that	any	sense	of	coalition-building	involving	Kurds	
tends	to	find	Kurds	taking	the	initiative,	in	part	because	coming	to	grips	with	their	
involvement	in	the	Armenian	genocide	presents	an	immediate	and	tangible	benefit	
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to	Kurds	in	Turkey—they	are	able	to	model	righteousness,	maturity,	and	a	
commitment	to	humane	and	progressive	ideals.		
	 Today,	"Kurdistan"	for	Kurds	and	"Balochistan"	for	Baloch	are	ever	more	
unbounded.	Modes	of	expression	whose	aesthetic	and	semiotic	particulars	are	
guided	by	the	concerns	of	living	individuals	and	communities	are	actively	engaged	
to	articulate	these	very	geocultural	complexities,	as	I	hope	I	have	shown	throughout	
this	dissertation.	My	ongoing	work	(e.g.	Murer	2020	in	videography)	on	the	
evolution	of	wedding	music	among	Kurmanji-speaking	Kurds,	I	believe,	also	helps	to	
substantiate	these	claims.		
	 It	may	seem	contradictory	to	suggest	that	a	Baloch	political	vision	is	
increasingly	post-national	and	decoupled	from	Balochistan	as	a	territory	while	the	
struggle	for	self-rule	in	Balochistan	continues	unabated	and	is	poised	to	enter	new	
phases	of	overt	conflict.		However,	China	and	the	US,	as	political	and	economic—
more	than	cultural—entities	are	clearly	concerned	with	territorial	integrity	
alongside	maintaining	an	expanding	presence	outside	of	their	powerfully	reinforced	
(and	infinitely	contestable)	national	territories.		
	 For	Baloch,	there	are	at	least	two	dimensions	to	their	relationship	with	
Balochistan	as	a	delineated	territory.	First,	in	order	to	claim	this	territory	publicly	
on	the	world	stage,	in	the	courts	of	global	popular	opinion	and	international	law,	
they	must	demonstrate	their	integrity	as	a	nation,	and	must	do	so	by	revealing	
Baloch	histories	of	intersection	with	other	groups	independent	of	the	entities	into	
which	they	are	otherwise	claimed	to	be	subsumed	(e.g.	Pakistan	and	Iran),	showing	
themselves	to	be	a	complex,	variegated	totality,	not	a	simplistic	idea	along	the	lines	
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of	"we	speak	the	Baloch	language,	therefore	we	are	entitled	to	a	Baloch	state."	
Secondly,	pragmatically	and	psychologically,	given	the	current	odds,	which	are	
dictated	in	part	by	Chinese	and	American	interests,	Baloch	have	to	be	prepared	to	
lose	this	battle	for	indefinite	periods	of	time	in	the	foreseeable	future,	despite	the	
fact	that	the	level	of	determination	to	prevail	and	secure	a	Baloch	state	is	extremely	
high	at	present.	
	 Within	academic	circles,	the	present	moment	is	marked	by	a	rapidly	
expanding	scholarly	interest	in	the	historiography	and	cultural	interchanges	
through	which	the	greater	Indian	Ocean	region	can	be	understood	as	a	vivid	
ecumene	possessed	of	its	own	densely	interwoven	narratives	(Bertz	2008;	
Chaudhuri	1985;	Bose	2002;	Sheriff	2010;	McPherson	1992	and	2003;	Ho	2006;	Ho	
and	Sheriff	2014,	Bishara	2017;	among	many	others).	These	discussions	seek	to	
unpack	the	extent	to	which	the	Indian	Ocean	as	an	"inter-regional	arena	of	
exchange"	(Bose	2002:	368)	differs	from	other	sub-world	systems	such	as	the	much	
more	colonially	defined	transAtlantic	and	the	more	intimate	and	tight-knit	
Mediterranean	region.	Indian	Ocean	networks	are	frequently	evoked	in	assigning	
agency	to	the	transmission	of	cultural	idioms	and	values	that	contribute	to	
translocal	circuits	of	identity	and	affiliation.	Baloch,	together	with	Hadramis,	Malays,	
Javanese,	Gujaratis,	Tamils,	Malayam,	Bantu,	and	Habshis	(an	imprecise	and	
potentially	offensive	term	colloquially	referring	to	diverse	groups	from	the	Horn	of	
Africa)	historically	represent	some	of	the	more	extensively	distributed	populations	
of	the	Indian	Ocean	region.	Today,	Filipinos	must	be	added	to	this	list,	especially	
when	considering	the	demographics	of	the	peninsular	Gulf	states.	
	 458	
	 The	notion	of	the	"Gulf	citizen"	bespeaks	a	complex	configuration	of	
cosmopolitan	values,	diversity	of	cultural	orientation,	and	blatant	socioeconomic	
inequality.	Distinctions	that	can	be	readily	drawn	between	the	five	small	Arab	Gulf	
States	are	rooted	in	the	identity	of	their	ruling	families	or	tribes,	the	precise	nature	
of	their	premodern	roles	as	port	societies,	the	status	of	their	current	economies,	and	
the	relationships	they	maintain	with	larger,	more	powerful	states,	especially	Saudi	
Arabia,	Iran,	the	US,	India,	and	China.	Needless	to	say,	these	points	of	distinction	are	
not	mere	details.	The	current	relations	between	a	given	Gulf	state	and	Iran,	Saudi	
Arabia,	and	Iraq,	while	of	dire	geopolitical	consequence	in	the	present	climate,	may	
reveal	or	conceal	considerable	depths	of	historical	and	cultural	affiliation.		
	 The	climate,	malls,	apartment	complexes,	corniches,	grandiose	new	mosques,	
heritage	landmarks,	imported	South	and	Southeast	Asian	workforce,	and	blend	of	
affluence	and	social	conservatism	may	lend	each	urban	Gulf	center	a	nearly	identical	
character,	but	reading	the	states	through	their	particulars	as	sites	for	social	
intercourse	and	the	performance	of	culture	reveals	considerable	variation	in	the	
degree	of	active	exchange	around	the	peninsula	and	across	the	Gulf.	While	relegated	
to	the	peripheries	of	state	narratives	and	branding	strategies,	Baloch,	Hadramis,	and	
slave-descended	citizens	of	diverse	East	African	heritage	are	integral	to	the	
polyphony	of	cultural	outlooks	through	which	Gulf	societies	and	their	histories	have	
been	fashioned.	This	is	not	the	first	study	that	has	acknowledged	the	Baloch	
presence	in	the	social	and	musical	landscape	of	the	Gulf	but	it	takes	a	necessary	step	
in	positioning	these	Baloch-speaking	communities	as	its	central	focus	in	order	to	
illuminate	the	circuits	of	professional	music	making	and	their	patronage	from	the	
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perspective	of	Gulf	Baloch	communities	while	attending	to	the	larger,	highly	
dynamic	social	topography	that	characterizes	the	Persian	Gulf	region	and	informs	
its	spheres	of	musical	activity.	
	 Many	questions	have	been	raised	over	the	course	of	collecting	material	for	
this	dissertation	that	offer	promising	avenues	of	future	inquiry.	For	example,	more	
in-depth	examinations	of	certain	ritual,	musical,	and	dance	repertoires	of	the	coastal	
East	Africa,	in	particular	in	the	Lamu	and	Zanzibar	archipelagos	in	relation	to	
Omani—and	even	Baloch—correlates	could	be	guided	by	understandings	of	the	
periods	of	Bu	Saidi	and	Mazrui	domination	and	could	further	flesh	out	patterns	of	
exchange	that	characterize	the	Western	Indian	Ocean.	The	tailoring	of	Gulf	Arab	
ṭarab	genres	and	jalsah	settings	to	the	purposes	and	aesthetic	preferences	of	Baloch	
youth	is	an	evolving	domain	of	cultural	performance.	
	 Despite	Mohammedreza	Darvishi's	extensive	surveys,	the	Baloch	
communities	of	Hormozgan	and	Kerman	have	primarily	been	studied	by	linguists,	
leaving	musical	settings	and	repertoires	largely	unaccounted	for	in	
ethnomusicological	scholarship.	Likewise,	it	is	clear	that,	the	formidable	
contributions	of	Christensen,	Castelo-Branco,	Barwani,	and	Shawqi	notwithstanding,	
closer	examinations	of	the	texts	and	repertoires	cultivated	among	Baloch	in	various	
communities	in	Oman's	Batinah	region	with	a	more	explicit	engagement	with	
counterparts	in	Makran	and	Bashkard	would	be	of	immense	benefit	to	extending	a	
scholarly	awareness	of	the	scope	and	nuances	of	the	cultural	milieus	of	Baloch	and	
neighboring	localities.		
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	 As	ever,	today's	children	will	become	adults	and	geopolitical	dynamics	will	
shift	and	notions	of	cultural	meaning	will	evolve.	Unforeseen	crises	will	erupt	as	
some	of	the	most	harrowing	predicaments	of	the	present	moment	inevitably	
subside.	Some	hearts	will	harden	while	others	soften.	Current	habits	will	be	altered	
by	new	technological	possibilities	and	ecological	constraints.	The	world	of	today	
may	no	longer	be	recognizable	in	the	surfaces	of	tomorrow.	And	so	my	current	
agenda	remains	provisional—a	steady	stream	of	activity	whose	course	may	be	
altered	gradually	or	suddenly.	I	expect	further	studies	to	grow	out	of	this	one	as	I	
continue	to	focus	on	the	cultural	performance	spheres	of	Baloch	and	their	partners	
in	Muscat,	Manama,	Doha,	and	al-'Ain,	in	Minab,	Sirik,	Jashk,	Bushehr,	Kong,	and	
Lengeh,	in	Stockholm	and	Yolöten.		
	 With	the	present	work,	I	hope	to	have	clearly	demonstrated	that	a	reasonably	
open	and	objective	gaze	upon	the	expressive	arts	and	social	experience	of	Baloch	
communities	of	the	cities	of	the	peninsular	Gulf	states	cannot	help	but	take	into	
account	circuits	of	mobility	both	historical	and	contemporary,	and	diverse	nodes	of	
fluid	integration	with	non-Baloch	neighbors.	These	spacious	dimensions	provide	
strategic	depth	for	the	pursuit	of	an	enlarged,	empowered,	and	unconfined	Baloch	
participation	in	the	world.	They	also	speak	to	the	personal	perspectives	of	
individuals	and	communities	who	often	have	to	advocate	vigorously	for	themselves	
in	order	to	have	their	own	urgent	concerns	taken	into	account	in	a	region	beset	by	
economic	competition	and	geopolitical	friction	in	which	they	are	targets	for	cultural	
suppression	and	negation.	
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Discography	
	
	
Baloutchistan:	Bardes	du	Makran,	recorded	by	Jean	During,	Musiques	du	Monde,	
1996,	compact	disc.	
Baloutchistan:	La	Tradition	Instrumentale:	Sorud,	Benju,	Doneli,	recorded	by	Jean	
During,	Ocora,	1997,	compact	disc.		
Baloutchistan:	Musiques	d'Ecstase	et	Guérison,	recorded	by	Jean	During,	Ocora,	1995,	
compact	disc.	
Music	of	Makran:	Traditional	Fusion	from	Coastal	Balochistan,	recorded	by	Anderson	
Bakewell	and	Sabir	Badalkhan,	Topic	Records,	2001,	compact	disc.	
Regional	Music	of	Iran	9:	Qalandari	Music	of	Baluchistan,	recorded	by	Jean	During,	
Mahoor	Institute	of	Culture	and	Art,	2005,	compact	disc.	
Regional	Music	of	Iran	23:	Music	of	Balochistan—Shir	Mohammad	Espandar,	dōnelī,	
recorded	by	Mohammadreza	Darvishi,	Mahoor	Institute	of	Culture	and	Art,	
2000,	compact	disc.	
Regional	Music	of	Iran	35:	Music	and	Trance—Music	of	Balochistan,	recorded	by	
Mohammadreza	Darvishi,	Mahoor	Institute	of	Culture	and	Art,	2012,	two	
compact	discs.	
Regional	Music	of	Iran	36:	Great	Masters	of	Baluchi	Music—Music	for	Joy,	Pain,	and	
Ecstasy,	recorded	by	Jean	During,	Mahoor	Institute	of	Culture	and	Art,	2012,	
compact	disc.	
Mūsīghī-ye	Balochistān	(Music	of	Balochistan),	recorded	by	Mohammad	Eftekhari,	
Anjuman-e	Mūsīghī-ye	Īrān,	1375/1997,	six	cassette	set.	
Surizehi,	Abdorahman,	"Balochi	Gowati	o	Damali	Zeymol:	Instrumental	Love	songs	
and	Trance	Music	from	Balochistan."	Kongsberg,	Norway:	Etnisk	Musikklubb,	
2006,	two	compact	discs.	
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Videography	
	
Catlin-Jairazbhoy,	Amy,	and	Nazir	Ali	Jairazbhoy.	2004.	The	Sidi	Malunga	Project:	
Rejuvenating	the	African	Musical	Bow	in	India.	DVD.	Van	Nuys:	Apsara	Media	
------.	2006.	From	Africa…	to	India:	Sidi	Music	in	the	Indian	Ocean	Diaspora.	DVD.	Van	
Nuys:	Apsara	Media.	
Mirzai,	Behnaz	A.	2007.	Afro-Iranian	Lives.	DVD.	
------.	2012.	The	African-Baluchi	Trance	Dance.	DVD.		
Murer,	George.	2020.	Her	Bijî	Granî.	Unpublished	Digital	Video	Documentary.	
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